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DEDICATION 
 
 Music is the strength of my mother, the drive of my father, the faith of my 
grandmother, and the solidarity of my friends. Thank you for sharing it with me. 
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PITCH ORGANIZATION AND TEXTURE IN THE 
FREE ORGAN PRELUDES OF DIETRICH BUXTEHUDE 
LIZETTE ROCÍO CHAPA FUENTES 
ABSTRACT 
 Since the late seventeenth century, Dietrich Buxtehude (1637–1707) has been 
acknowledged as one of the great organists and composers of the North German tradition. 
Nowadays, his free organ preludes are considered both as examples of the Stylus 
Phantasticus, and also as the repertoire in which he developed most of his innovations. 
My goal is to analyze these works, interpreting the preludes’ pitch and textural 
organization in terms of seventeenth-century music theory, in order to incorporate an 
awareness of the organist’s perspective, and to further the appreciation of Buxtehude’s 
contributions to the organ tradition of his time. 
Most of the analyses of the preludes written during the past 34 years have focused on 
explicating their texture, and pitch organization in terms of eighteenth-century tonality as 
well as the seventeenth-century tradition of musical rhetoric. In contrast, William Porter 
(1986) and Geoffrey Webber (2007) have analyzed the preludes in terms of a theoretical 
system contemporary to Buxtehude: the psalm-tone tonalities. Their analyses also draw 
on Harold Powers’s theory (1981) regarding the transition from psalm tones to keys, 
which proposes an alternative system of church tones based on the organ practice of the 
early seventeenth century. In my analysis of Buxtehude’s free organ preludes I aim to 
build on these insights and study the musical content in contemporary terms, by 
integrating a church-tone analysis of the pitch organization with a rhetorical analysis of 
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the texture. My findings suggest an awareness of the church tones as an organizing factor 
in the preludes’ compositional process. 
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1 
INTRODUCTION 
 
To enter into the world of seventeenth-century music means entering into an era 
of stylistic variety and theoretical debate. The interchange of compositional techniques 
between ecclesiastical and secular styles enriched the vocal as well as the instrumental 
polyphonic repertoire, posing new questions for the composers and theorists of the time. 
Since the speculative theoretical systems based on modality—specifically the eight-mode 
and twelve-mode systems—proved to be inadequate to fully explain the pitch 
organization of the new polyphonic repertoire of the sixteenth century, a different 
schema, drawn from the practice of these compositions, was needed. In response, those 
theorists who were focused on performance managed to synthesize the most recurrent 
principles for the study of polyphonic music, generating systems such as the church-tone 
system, an alternative developed from 1605 to 1713.1 
Although the latter interpretation of seventeenth-century music theory results 
from a twenty-first century perspective, it has the potential to provide fresh tools for the 
analysis of one of the most important traditions of the time: the North German free organ 
compositions. The leading representative of this genre was the composer Dietrich 
Buxtehude (1637–1707), whose free pedaliter and manualiter preludes for organ 
contributed to the development of the instrument’s technique, as well as to the style 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 The first date corresponds to the publication of L’Organo Suonarino by Adriano Banchieri, and 
the second to Das neu–eröffnete Orchestre by Johann Mattheson. These two treatises frame the 
beginning and end phases of the church–tone system, since Banchieri describes for the first time 
the functioning of the church tones, while Mattheson documents the final stage of their 
development: the 24 major and minor keys. 
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known as Stylus Phantasticus. If we consider the improvisational character of this 
repertoire, in addition to the lack of agreement concerning the application of the 
theoretical systems, a historically informed analysis might seem difficult to achieve. 
However, it is possible to formulate criteria for analyzing the preludes on their own terms 
through the mixture of theoretical principles from the 1600’s, with critical observations 
from the present day—a perspective that mediates the past and the present, which is 
described by Thomas Christensen in his essay “Music Theory and Its Histories.”2 
 The purpose of my research centers on explaining the pitch organization and 
texture of Buxtehude’s free organ preludes in terms of a compatible system from the 
seventeenth century: the church tones. But in order to initially characterize the elements 
of the preludes, I begin my analyses by examining the vertical and horizontal 
organization of the pitches, employing basic modern conventions for describing chords 
(root plus quality of the collection). This stage belongs to what Thomas Christensen 
would call a “presentist” perspective, in which “an object is studied in light of present 
knowledge and norms.”3 
Following the clarification of the pitch content, a comparison with the criteria 
from the first treatises to describe the church-tone system—L’Organo Suonarino (1605) 
and the Cartella Musicale (1614) by Adriano Banchieri (1568–1634)—enables the 
appreciation of the features that were likely essential to composers, theorists, and 
organists of the seventeenth century. In addition, analysis of the texture in terms of 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Thomas Christensen, “Music Theory and Its Histories” in Music Theory and The Exploration of 
the Past, ed. Christopher Hatch and David W. Bernstein. Chicago: The University of Chicago 
Press (1993), p. 32. 
3 Ibid., p. 11. 
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musical rhetoric, as the definer of formal organization, supports a more “historicist” 
approach for the twenty-first-century musician to the aural experience of her seventeenth-
century counterpart.4 The points of intersection that result from the relation between a 
traditional tonal analysis of the preludes, and the application of criteria expressed in terms 
of seventeenth-century pitch and textural organization (church-tone system plus musical 
rhetoric), yield an analytical technique that has been targeted toward the analysis of 
Buxtehude’s free organ preludes. 
 I will begin the first chapter with a survey of Buxtehude’s career and 
surroundings, starting with a description of Buxtehude’s origins as an organist and 
composer, and the influence of the former on the latter. This is followed by a wider 
review of the North German organ tradition during the seventeenth century, as well as the 
role of the organ prelude, in which Buxtehude figures as the successor of Franz Tunder 
(1614–1667) and comes to represent the pinnacle of the North German organ school 
towards the end of the century. After reviewing the responsibilities of Buxtehude as 
organist and Werkmeister of the Marienkirche in Lübeck, I will focus on the transcendent 
nature of Buxtehude’s free organ preludes. First, a description of his style will show the 
elements that scholars from the twentieth and twenty-first centuries regard as innovations, 
and the ideal example of the improvisational Stylus Phantasticus. Then, an assessment of 
the current state of the manuscripts and modern editions of the free organ preludes will 
outline the challenge behind any historically informed performance or analysis of the 
music. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 Ibid., p. 19.	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 The theoretical criteria of pitch organization in terms of seventeenth-century 
music theory form the subject of the second chapter. Through the differentiation of the 
eight-mode system, the church-tone system, and the 24 major/minor keys, I will explain 
why an adaptation of the church-tone system suits the analysis of Buxtehude’s free organ 
preludes. The rationale is based on Harold Powers’s theory regarding the transition from 
psalmody to tonality, which permeates my explanation of the seventeenth-century 
theoretical systems. By separating modal concepts from those pertaining to the transition 
between church tones and keys, Buxtehude’s free organ preludes can be understood as 
standing in the middle of a process from which their features can be regarded as either 
part of one system or of the other.  
 This ambivalence is further explored in the third chapter, which documents 
previous studies that are pertinent to my own. Irrespective of their chronology (between 
1981 and 2003), the analytical sources that antecede my research are divided into tonal 
and pre-tonal readings. This division, interestingly, follows the nature of the sources. The 
dissertations correspond to the tonal readings, analyses of Buxtehude’s organ preludes in 
which discussions about texture, harmony, counterpoint, and affects, are predicated on an 
arguably anachronistic basis derived from an eighteenth-century system. On the other 
hand, in the analytic essays the organ preludes are studied in terms of the modes, the 
psalm tones, or a combination of both. Although the latter might seem to be the closest 
antecedents to my analysis, one of the dissertations includes a valuable rhetorical analysis 
of all the pedaliter preludes that none of the pre-tonal analyses have. Thus, both groups 
of studies assisted in the formulation of my enquiry, which I elaborate in the next chapter. 
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 In the final chapter, the heart of my thesis, I present the conclusions of my 
analysis. I propose an analytical technique in which the basis of pitch organization is not 
a fixed structure, for it changes depending on the type of church tone used in the writing 
of the prelude; the textural changes determine the form; the melodic design of the fugue 
is as important as the sectional points of the piece; there are no functions dependent on a 
tonal center; and the labels of the cadential pitches show a notion of temporality that 
distinguishes the starting pitch from the ending pitch. Although some of the preludes 
exhibit properties that belong to more than one type of church tone, the fact that those 
properties can be interpreted via the usage of the church-tone system still demonstrates 
the effectiveness of the analytical technique. Perhaps the difficulty of matching those 
preludes with the criteria of a single church tone suggests the usage of another, 
supplementary system for their analysis. 
 My analyses may not entirely follow the precepts of the seventeenth century 
because of the modifications I introduce, yet my claim is that they accomplish the 
analysis of a controversial repertoire on terms closer to its own. The lack of original 
sources, in addition to the theoretical debate of the time, problematizes an approach to 
Buxtehude’s free organ preludes according to theoretical principles contemporary to 
Buxtehude. Nevertheless, when an interpretation of pitch organization in terms of the 
church tones is combined with an interpretation of form in terms of musical rhetoric, an 
understanding of the preludes becomes possible in compliance with some of the essential 
musical values of the time. The analysis brings us closer to the practice of the organists 
(as described by the theorists), who used the cadential points to order the accompaniment 
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of the musical discourse in time, but it also brings us closer to the analogy used to 
describe music: through rhetoric. And most importantly, since the church-tone system 
was first described in a manual addressed to organists of the 1600’s, the principles of the 
system yielded directly from the organ practice of the time. The resultant theory utilizes 
terms, elements, and concepts that were relevant for the performer of repertoire such as 
the preludes. So, my analysis of the free organ preludes aims to contribute to the study of 
Buxtehude’s music by approaching this repertoire with an awareness of the perspective of 
the organist, a role for which Dietrich Buxtehude was highly acknowledged towards the 
end of the seventeenth century, and which current Buxtehude scholars recognize as a 
strong influence in his compositions. 
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Chapter One 
BUXTEHUDE, THE ORGANIST AND COMPOSER 
 
In 1705, a young Johann Sebastian Bach (1685–1750) made his way from 
Arnstadt to Lübeck, to hear one of the most renowned organists in North Germany: 
Dietrich Buxtehude (1637–1707). Originally, he had asked the Superintendent of 
Arnstadt for an absence of four weeks, but, once there, he prolonged his visit for 
approximately another eight weeks. During the consistory celebrated in Arnstadt the 
following year, Bach responded to the questioning of his delay by remarking on the 
educational purpose of his trip, as well as the value in what he had found: “He has been 
in Lübeck in order to comprehend one thing and another about his art.”5 Although this 
explanation might sound simplistic, the Buxtehude scholar Kerala Snyder, in her book 
Dietrich Buxtehude: Organist in Lübeck, shows the true magnitude of his statement. 
According to her, Bach carefully planned his arrival—somewhere before the end of 
October—in order to witness the rehearsals of the Abendmusiken, one of the most 
important concert series of the year in Lübeck. Also, such was Bach’s enthusiasm for 
Buxtehude’s compositions that the copies of those pieces he shared with his friends, 
students, and relatives—currently known as the “Bach circle”—are among the few 
manuscripts of Buxtehude’s organ music from the eighteenth century still available 
today. 6 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 Bach-Dokumente II: Fremdschrifliche und gedruckte Dokumente zur Lebensgreschichte Johann 
Sebastian Bachs 1685–1750. Ed. Werner Newmann and Hans-Joachim Schulze. Kassel: 
Bärenreiter (1969), pp. 19–20.  
6 Kerala J. Snyder, Dietrich Buxtehude: Organist in Lübeck. Rev. ed. Rochester: University of 
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Through the enquiry into Bach’s interest and pedagogical use of Buxtehude’s 
music, one can perceive the instinct of a composer detecting unusual richness in the 
musical style of a respected colleague. However helpful this might be, it should not 
represent more than an invitation to get acquainted with the art of an organist whose 
compositions refined the North German music tradition.  
The music studies of this great master began with his father Johann Buxtehude 
(1602–1674), who was the organist of the Marien Kirche in Helsingborg by the time of 
Dietrich’s birth.7  Among the other musicians with whom Dietrich could have studied 
are: the Kapellmeister of Copenhagen, Kaspar Förster (baptized 1616–1673); the organist 
of the Nicolai-kirke in Copenhagen, Johann Lorentz II (c. 1610–1689); the organist of the 
Jacobikirche in Hamburg, Matthias Weckmann (1616–1674); and the counterpoint 
specialist, composer, and Kapellmeister of Gottorf (1673) and Wolfenbüttel (1685), 
Johann Theile (1646–1724).8 
Buxtehude’s professional experience as organist began in 1657 at the Marien 
Kirche in Helsingborg, his birthplace. Three years later, he moved to Helsingør 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Rochester Press (2007), pp. 104–05, 322.  
7 There is no documentary evidence of Dietrich Buxtehude’s birthplace, which has resulted in a 
debate in which both Helsingborg and Helsingørg are possibilities, due to his father’s work. 
However, Snyder compared the records of the Marien Kirchen with Dietrich Buxtehude’s 
statement, in which he mentions 1642 as the year when his father became the organist of the 
Marien Kirche in Helsingørg. Snyder’s investigation concluded that Dietrich Buxtehude was born 
in Helsingborg, a result accepted by the International Dieterich Buxtehude Society (IDBG), and 
included in my study. See Kerala J. Snyder, Dietrich Buxtehude: Organist in Lübeck. Rev. ed. 
Rochester: University of Rochester Press (2007), p. 5. Currently Helsingborg is a Swedish region, 
but during the seventeenth century it was part of Denmark, which is why Buxtehude was also 
known as “the great Dane.” Walter E. Buszin, “Dietrich Buxtehude (1637–1707): On the 
Tercentenary of His Birth” in The Musical Quarterly, vol. 23, no. 4. Oxford University Press 
(October, 1937), p. 465, 67; see also Snyder (2007), p. 7. 
8 Buszin (1937), pp. 467–68. 
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(Denmark) and became the organist of the Marien Kirche, a post in which he remained 
for another eight years. In 1668, Buxtehude became the successor of Franz Tunder 
(1614–1667), organist and Werkmeister (general overseer) of the Marienkirche in 
Lübeck, Germany.9 Being appointed to such a position affirmed Buxtehude’s quality as a 
musician, since Tunder was widely recognized for his skills as organist and composer, as 
well as his knowledge of Italian music—Johann Mattheson (1681–1764) in his 
biographical lexicon Grundlage einer Ehren-Pforte (1740) cites Tunder as having been a 
student of Girolamo Frescobaldi (1583–1643)10—and figuring as one of the finest 
organists of Buxtehude’s previous generation. Along with Weckmann, Tunder enriched 
the North German organ tradition by expanding the texture (up through seven parts) of 
genres such as the chorale verset and chorale fantasia, or by including opening pedal 
solos in the organ works.11 
As a seventeenth-century organist in North Germany, Buxtehude was expected to 
accompany the choir and/or congregation during chorales and chants; to perform preludes 
during the liturgy or on secular occasions, just as Tunder did in giving concerts every 
Thursday for the local businessmen before the opening of the stock exchange; either to 
play verses on the organ as a solo, or to improvise music between the singing of verses; 
and to provide routine maintenance of the organ. In addition, as a Werkmeister he 
functioned as the administrator and treasurer of the church, which involved the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9	  Ibid., p. 468. 
10 Snyder (2007), p. 102. 
11 Geoffrey Webber, “The north German Organ School” in The Cambridge Companion to the 
Organ, ed. Nicholas Thistlethwaite, Geoffrey Webber. Cambridge University Press (September 
2011), p. 226, doi: http://dx.doi.org/10.1017/CCOL9780521573092.016 
	   
10 
management as well as the recording of every activity related to the church; i.e. the 
payment of salaries, rents for church properties, and the procurement of bread and wine 
for the Communion.12 But the occupation that most challenged Buxtehude both as a 
musician and manager, was the organization of the Abendmusiken.  
The Abendmusiken originated from the music accompanying the customary 
gatherings of the local businessmen every Thursday, before the stock-exchange meetings. 
At first Tunder was in charge of enhancing these meetings with organ music, but as the 
businessmen’s interest in the music increased, so did their investment. Gradually Tunder 
acquired enough resources to include instruments and voices in the performances, and 
even the church itself was modified a year after Buxtehude’s appointment as to admit 
forty singers and instrumentalists. By 1673, Buxtehude changed the now massive 
concerts from a weekly basis to performances only on the last two Sundays of Trinity, 
and on the second, third, and fourth Sundays of Advent. Among the reasons for this 
change were the noise outdoors, since the event had occurred in the middle of the week, 
and his intention to make the concerts free and open to the public. In order to achieve the 
new objectives of the Abendmusiken Buxtehude expanded the format of the concerts to 
include oratorios, for they were considered by the beginning of the eighteenth century as 
a sort of sacred opera.13 
Buxtehude, as the director of the Abendmusiken, was responsible for writing the 
music, auditioning the singers and instrumentalists, organizing and conducting the 
rehearsals, collecting the funds, and supervising any further aspect related to the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Webber (2011), p. 222; Snyder (2007), p. 102. 
13 Snyder (2007), pp. 54–6. 
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production of the concerts. Although the impetus for the event came from a secular 
initiative, the subject of the drama were parables from the Bible, which had to be adapted 
by poets in order to last several sessions. Despite the magnitude of the concerts, as well 
as the efforts of Buxtehude to write music that would appeal to all citizens in Lübeck, the 
attendance numbers rarely fulfilled his expectations, in part due to the cold weather that 
usually affected the region in December. Among the authenticated material that survives 
from Buxtehude’s Abendmusiken we find “three librettos, the titles of two dramatic 
works announced in 1684 and of thirteen shorter works performed in 1700, and the 
subject of one dramatic work from 1688.”14 The Abendmusiken concerts were continued 
by Buxtehude’s successors until 1810, when they were stopped abruptly due to a French 
occupation of the city. 
During his forty years as an organist and Werkmeister in Lübeck, Buxtehude 
completed a total of 122 compositions for voice and instruments, 114 keyboard pieces, 
and 20 string sonatas.15 From the instrumental repertoire, the organ pedaliter preludes, 
chorale settings, and toccatas strongly display the properties that characterize the North 
German organ school: improvisation and pedal technique. The process of the North 
German preludes’ development is particularly interesting, because its history tells the 
growth of an organ tradition that mirrors the evolution of instrumental music.  
The line of development begins in the first years of the seventeenth century, 
during which composers such as Heinrich Scheidemann (1595–1663) and Jacob 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Ibid., p. 68. 
15 Kerala J. Snyder, Dietrich Buxtehude: Organist in Lübeck. New York: Schirmer Books (1987), 
p. 139. 
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Praetorius (1586–1651) wrote a form of prelude very similar to the type performed in the 
sixteenth century: a brief piece in homophonic style, or divided into a homophonic 
section followed by an imitative style.16 However, the form characteristic of Buxtehude’s 
praeludia—a free opening section, followed by a fugue, and either a highly embellished 
contrapuntal cadence or further sections that continue the alternation between free and 
fugal texture—more resembles the modifications made earlier to the form of the toccata 
by the sixteenth-century composer Andrea Gabrieli (1532/3–1585). According to Willi 
Apel (1893–1988), the grave problem of this genre was its lack of shape due to its strong 
improvisatory character, so Gabrieli inserted a polyphonic section based on the 
polyphonic ricercar style between the free opening and concluding sections of the 
piece.17 
Until the time of Tunder, the organ preludes were frequently heard as introductory 
music in the church services. But with the popularity of the “Stock Exchange” concerts, it 
is probable that Tunder included some of his preludes as an introduction to the 
Abendmusiken, which implies a separation of the genre from the strict liturgical 
protocol.18 Thus, the organist no longer had to give pitches to the choir, or to perform a 
well-known melody for the congregation so they would know which chant or hymn to 
sing. Now, the prelude stood as an independent genre that offered composers the 
opportunity to explore new harmonic and contrapuntal combinations, a freedom that 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16	  Webber (2011), p. 229–30. 
17 Willi Apel, The History of Keyboard Music to 1700, trans. Hans Tischler. Bloomington: 
Indiana University Press (1972), p. 222.  
18 Paul Collins, The Stylus Phantasticus and Free Keyboard Music of the North German 
Baroque. Vermont: Ashgate Publishing Company (2005), p. 109. 
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eventually allowed Buxtehude to develop his pedal technique innovations.  
According to Apel, the use of the pedals in organ music from Germany dates back 
to 1450, unlike in Italy, where the first source to prove the use of pedals dates from 
1604.19 In the beginning of the sixteenth century, organists such as the south German 
Arnold Schlick (1420–1521) practiced a technique through which they could play four 
parts simultaneously using only their feet. Also, the display of virtuosity via the 
performance of faster and more florid single lines in the pedal became one of the 
properties that the following generations of North German organists would explore, such 
as Tunder in his introductory pedal solos and Buxtehude, who uses the technique in the 
openings of preludes BuxWV 137, BuxWV 143, and BuxWV 147.20 
Part of Buxtehude’s style emerged from the mixture of stylistic properties 
developed in both the north and south of Germany, as well as in Italy. In his preludes, his 
expertise on pedal solo writing, improvisation, and learned counterpoint is evident. 
Besides Buxtehude, other composers and theorists from Hamburg and Lübeck active 
during the 1670’s were interested in learned counterpoint; among them were Christoph 
Bernhard (1628–1692), Johann Adam Reincken (1623–1722), Theile, and Weckmann.21 
Yet another element that Buxtehude incorporated into his style is fugal themes and 
virtuosic motivic figures from Italy and South Germany, in addition to the chromatic 
ricercar, fugal gigue, and the ostinato bass.22 In the case of the fugal themes, they appear 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Apel (1972), p. 223. 
20 David Yearsley, “In Buxtehude’s footsteps” in Early Music, vol. 35, no. 3. Oxford University 
Press (2007), p. 344, 47 doi: 10.1093/em/cam058 
21 Snyder (2007), p. 112. 
22 Webber (2011), p. 231. 
	   
14 
as the melodic resource that connects all the fugue sections in the piece, by reappearing 
consecutively with rhythmic, metric, or chromatic variations. This melodic treatment of 
the fugue themes came from Buxtehude’s study of Tunder’s compositions, which in turn 
were possibly influenced by the performance and analysis of Frescobaldi’s organ 
compositions.23 
It is important for the purposes of this study to note that the improvisatory 
character that permeates Buxtehude’s free organ preludes defines this repertoire as part of 
the Stylus Phantasticus. Paul Collins, in his book The Stylus Phantasticus and Free 
Keyboard Music of the North German Baroque, analyzes Buxtehude’s organ preludes as 
part of the examples he provides to demonstrate how the evolution of this genre can be 
traced through its relation to either one of the two definitions predominant at the end of 
the seventeenth century and the beginning of the eighteenth century.24 In Table 1.1, the 
left column corresponds to the definition by Athanasius Kircher (1601–1680) from his 
musical encyclopedia, Musurgia Universalis (1650), while in the right column is Johann 
Mattheson’s (1681–1764) definition from Der vollkommene Capellmeister (1739): 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23	  Buszin (1937), p. 486. 
24 Collins (2005), pp. 103–04. 
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Athanasius Kircher 
Musurgia Universalis 
Johann Mattheson 
Der vollkommene Capellmeister 
 
The fantastic style is suitable for 
instruments. It is the most free and 
unrestrained method of composing; it 
is bound to nothing, neither to words 
nor to a melodic subject; it was 
instituted to display genius and to 
teach the hidden design of harmony 
and the ingenious composition of 
harmonic phrases and fugues; it is 
divided into those [pieces] that are 
commonly called fantasias, ricercatas, 
toccatas, sonatas. 
 
§93 For this style is the most free and unrestrained 
manner of composing, singing and playing that one 
can imagine, for one hits first upon this idea and then 
upon that one, since one is bound neither to words nor 
to melody, only to harmony, so that the singer or 
player can display his skill. All kinds of otherwise 
unusual progressions, hidden ornaments, ingenious 
turns and embellishments are brought forth without 
actual observation of the measure and the key, 
regardless of what is placed on the page, without a 
formal theme and ostinato, without theme and subject 
that are worked out; now swift, now hesitating, now in 
one voice, now in many voices, now for a while 
behind the beat, without measure of sound, but not 
without the intent to please, to overtake and to 
astonish. These are the essential marks of the fantastic 
style. 
§94 In this manner of composing one is bound only to 
the rules of harmony, and to no others. […] On 
account of its unrestrained character, themes and 
ostinatos cannot be completely excluded, but they 
cannot be joined directly to one another, much less 
can they be properly worked out: for those authors 
who work through formal fugues in their fantasias or 
toccatas have no proper concept of this noble style, to 
which nothing is so opposed as order and constraint. 
Table 1.1 Comparison of the Stylus Phantasticus definitions by Athanasius Kircher and 
Johann Mattheson.25 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Snyder (2007), pp. 253–54. 
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Both definitions emphasize the sensation of freedom that arises from the 
improvisatory character of this style, along with the display of skill, and deep 
understanding of the harmony between the elements of a piece. Their differences lie in 
Kircher’s expression “it was instituted […] to teach the hidden design of harmony” and 
Mattheson’s “for those authors who work through formal fugues in their fantasias or 
toccatas have no proper concept of this noble style,” since Kircher implies the existence 
of an organizing structure, whereas Mattheson condemns the usage of any technique 
capable of blocking the creativity of a performer or composer. As previously mentioned, 
Collins identifies in organ preludes written between 1650 and 1739—including 
Buxtehude’s free organ preludes—the contrapuntal, rhythmic, harmonic, textural, and 
affective properties that demonstrate the transition from a writing style that seeks to 
emulate improvisation, to a writing style based on spontaneity and display of virtuosity, 
thus aligning with Matheson’s view.26 On the other hand, Snyder relates Buxtehude’s free 
organ preludes to Kircher’s explanation, due to the use of learned counterpoint in the 
preludes and their discrete textural changes, as well as the presence of motivic units from 
the fugue themes even in the free sections, which brings to the preludes a sense of unity.27  
Although Collins gives a detailed description of the textural and contrapuntal 
changes within the preludes from 1650 to 1735, the lack of agreement among Buxtehude 
scholars concerning the chronological order of Buxtehude’s compositions makes it 
difficult to trace the process of stylistic development through his free organ preludes. 
Nonetheless, despite the variety of contrapuntal, textural, and harmonic resources in 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26 Collins (2005), pp. 120–47. 
27	  Snyder (2007), pp. 241–50. 
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Buxtehude’s free organ preludes, the presence of pre-compositional organizational plans 
for these pieces is plausible. This justifies the search for a theoretical system that strongly 
relates the various elements within the free organ preludes revealing Buxtehude’s 
capacity for creating the illusion of improvising through the mastery of his art. Thus 
Snyder’s approach to Buxtehude’s free organ preludes aligns with Kircher’s definition of 
the Stylus Phantasticus, since the motivic unity that prevails throughout the preludes, in 
addition to the fixed sequence of a fugal texture after a free texture, delineate the 
presence of a structure. These features might vary slightly among the pieces, but their 
ordered presence makes the existence of a pre-compositional plan a constant in the free 
organ preludes. The latter positions this repertoire as a clear example of the Stylus 
Phantasticus amidst the other seventeenth-century styles described by Kircher: 
Ecclesiasticus, Canonicus, Motecticus, Madrigalescus, Melismaticus, Thearicus, 
Choraicus, Symphoniacus, and Dramaticus.28 
As previously mentioned, a definitive chronology of Buxtehude’s free organ 
compositions does not exist. The reason lies in the absence of available autograph 
manuscripts in the present day. From a total of approximately 286 compositions, for 
example, only seven autograph manuscripts of vocal music survive, as well as 10 printed 
compositions from his lifetime. The sources that remain today as reference for the study 
of the free organ preludes are manuscript copies produced in the days of Buxtehude or 
shortly after his death on May 9, 1707. They were written in both tablature and staff 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28 Ibid., p. 255. 
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notation, with only two staves in the case of the latter, since the use of a third staff for the 
pedal did not become popular until the nineteenth century.29  
At the beginning of this chapter I mentioned the “Bach circle” as a community 
whose efforts in producing copies of Buxtehude’s music saved most of the keyboard 
preludes. But other manuscripts come from known copyists such as the organist Gottfried 
Lindemann (?–1741), whose copies are referred to as the Lindemann manuscripts 
(written in 1713–14). Another source is the Codex “EB—1688”, which contains the 
largest collection of Buxtehude’s organ music manuscripts from the seventeenth century, 
although the authorship of these copies is still in debate, attributed either to the organist 
Nicolaus Adam Strungk (1640–1700), or the organist Emanuel Benisch (c. 1655–1725).30  
In 1875–76 Phillip Spitta published the first modern edition of Buxtehude’s organ 
music, in which he included only the free organ preludes from the Bach-circle 
manuscripts, since the remaining sources were unknown until the beginning of the 
twentieth century. The edition that synthesized the discoveries of new sources from 
1903–1939, among them the Codex “EB—1688,” was the “Ergänzungsband” by Max 
Seiffert, which was augmented by Joseph Hedar in 1952 by the addition of the 
Lindemann manuscripts. In 1972, Klaus Beckmann attempted to reconstruct the original 
versions from the extant manuscripts of preludes such as BuxWV 142 and BuxWV 149, 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 Ibid., pp. 314, 318. 
30 The manuscripts from these collections that correspond to the free organ preludes are currently 
kept in the Staatsbibliothek in Berlin (Bach-circle manuscripts); the Städtische-Bibliotheken-
Musikbibliothek in Leipzig (Bach-circle manuscripts); the Bibliothèque du Conservatoire Royal 
de Musique in Brussels, (Bach-circle manuscripts); the Universitetsbibliotek at Lund, Sweden 
(the Lindemann Manuscripts); the Carnegie Library in Pittsburgh, PA (Bach-circle manuscripts); 
and the Yale University Music Library in New Haven, CT (Bach-circle manuscripts and the 
Codex “EB—1688”). Ibid., pp. 322–34. 
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which yielded the most widely accepted edition with critical comments (revised by 
Beckmann in 1997). In addition, Beckmann contributed to the listing of the keyboard 
repertoire in the Buxtehude-Werke-Verzeichnis, so his edition was the first to include the 
BuxWV ordering.31 The subsequent editions by Christoph Albrecht (1994–95), Michael 
Belotti (1998), and Claudia Schumacher (2012) follow Beckmann’s ordering, although 
they modify his reconstructions according to the findings of new research, and provide 
comparisons with different versions in those cases where a prelude exists in more than 
one manuscript. For my analysis of Buxtehude’s pedaliter and manualiter free organ 
preludes I use the 1972 Beckmann edition, since the research that informs my analysis is 
based on this version as well. 
 	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31	  Ibid., pp. 335–36. 
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Chapter Two 
THEORY 
 
It is believed by twentieth-century Buxtehude scholars that the free organ 
preludes were written in Lübeck between the last years of the seventeenth century and the 
first years of the eighteenth century. Not only does this repertoire witness the change of 
centuries, but also a change in compositional style. These transformations belong to a 
process begun in 1525 with the application of the traditional eight-mode system to 
polyphony by Pietro Aaron (1489–1555), culminating with the definition of the 24 
major/minor keys in Das neu-eröffnete Orchestre (1713) by Johann Mattheson (1681–
1764).  
Buxtehude’s preludes stand as an example of a keyboard repertoire that at times 
sounds as if it belonged to the classical tonal system, while at other times displaying 
properties that do not fit tonal criteria. According to the twenty-first-century theorist 
Gregory Barnett, the reason for this—which did not occur in Buxtehude’s music 
exclusively—lies in the mixture of theoretical precepts relating to aspects of music that 
would sound familiar to the traditional tonal ear—figured-bass theory, counterpoint, 
cadence theory, and the transition from a hexachordal tonal space to a space related by 
fifths—with one of the numerous systems of pitch organization that coexisted during 
Buxtehude’s time: the church tones.32 The unconventional properties with respect to 
tonality of this period have not always been attributed to the church tones, for some 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32 Gregory Barnett, “Tonal Organization in Seventeenth-century Music Theory,” in The 
Cambridge History of Western Music Theory, ed. Thomas Christensen. New York: Cambridge 
University Press (2002), p. 450.	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studies view the changes in the general compositional style around this time either as the 
replacement of one system for another, or as the evolutionary transition from modality to 
tonality; i.e. a transition in which composers came to favor a system based on simplicity 
and practice rather than speculation, in contrast to a transition in which the gradual 
evolution of modal theory moves towards tonal theory as if it were the pinnacle of a 
natural process. The latter is a posture inherited from a nineteenth-century tradition 
regarding the study of early music,33 a posture still present in publications such as 
Between Modes and Keys (1989) by Joel Lester, in which he traces a path from Glarean’s 
twelve-mode system to the eighteenth-century major and minor keys.  
On the other hand, Harold Powers advocates for understanding stylistic change as 
a transition from psalm tones to keys by arguing that only a system coming from a 
practical tradition can relate to another with a similar origin, which leaves the modal 
systems out of the equation due to their speculative origin. Powers demonstrates this 
relation in his essays “Tonal Types and Modal Categories in Renaissance Polyphony” 
(1981) and “From Psalmody to Tonality” (1998), in which he applies the anthropological 
terms “emic” and “etic” to a musical scenario to mark this distinction.34  In his usage, 
“emic” denotes the cultural and speculative context implied by the term “modes”, while 
“etic” denotes the objective traits of the church tones. Furthermore, Powers’s theory 
relates to the historical vindication of musica practica in the seventeenth-century, due in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33 Cristle Collins Judd, “Analyzing Early Music” in Tonal Structures in Early Music. New York: 
Garland Publishing (1998), p. 5. 
34	  Harold S. Powers, “Tonal Types and Modal Categories in Renaissance Polyphony” in Journal 
of the American Musicological Society, vol. 34, no. 3. University of California Press (Autumn, 
1981), p. 439.	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part to the flourishing of keyboard music, as well as to the new treatises that focused on 
empirical aspects of music, like the L’Organo Suonarino (1605) of Adriano Banchieri 
(1568–1634); Harmonie universelle (1637) by Marin Mersenne (1588–1648); and the 
Musurgia Universalis (1650) by Athanasius Kircher (1601–1680). With Powers’s 
observations focused on the practical origins of the church tones, he demonstrates the 
independence of the etic from the emic, a separation that Banchieri did not manage to 
observe, since he acknowledged the relation between the church tones and the twelve 
modes. 
Cristle Collins Judd, in her essay “Analyzing Early Music,” targets specific issues 
that are relevant to the study of seventeenth-century theoretical systems and polyphonic 
music. In her view, the lack of consensus regarding analytical strategies for music of this 
period enables the existence of multiple analytic tools, created to suit the characteristics 
of a particular piece or style of a composer.35 Nevertheless, there seems to be a 
connecting line amidst the analytical essays of modern theorists such as Powers,36 Judd,37 
and Michael R. Dodds,38 a theoretical platform related to sixteenth- through eighteenth-
century polyphony that is solid enough to support the analysis of Buxtehude’s free organ 
preludes in terms of the church tones. As Frans Wiering states in his historical review of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
35 Judd (1998), pp. 8–9. 
36 Harold Powers, “From Psalmody to Tonality,” in Tonal Structures in Early Music, ed. Cristle 
Collins Judd. New York: Garland Publishing (1998). 
37 Cristle Collins Judd, “Modal Types and “Ut, Re, Mi” Tonalities: Tonal Coherence in Sacred 
Vocal Polyphony from about 1500” in Journal of the American Musicological Society, vol. 45, 
no. 3. University of California Press (Autumn, 1992). 
38 Michael Dodds, “Tonal Types and Modal Equivalence in Two Keyboard Cycles by 
Murschhauser,” in Tonal Structures in Early Music, ed. Cristle Collins Judd. New York: Garland 
Publishing (1998). 
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the development of polyphonic modality, the study of the “otherness” in early music has 
encouraged the evolution of the notion of a field apart from the tonal system, which 
should lead to reframing the questions concerning the transition from modes to keys.39 
Since the theoretical platform of my analysis departs somewhat from Powers’s 
theory regarding the transition from psalmody to tonality through the church-tone system, 
it is essential to distinguish what he includes and rejects as part of the transition; i.e. the 
difference between the emic and the etic in music. In the first section of this chapter, I 
focus on the development and properties of the eight-mode system (the emic), for it is the 
traditional classification system of the church and, consequently, influenced the origin of 
the church-tone system. This explanation is based on Frans Wiering’s book the Language 
of the Modes (2001), because it is one of the most recent sources of study for any subject 
related to modal systems, especially the application of modal theory to polyphonic music. 
 Next, in the second section, I consider the psalm tones and their relation to the 
church-tone system (the etic). In order to keep continuity with the previous chapter, I 
begin with Wiering’s definition of the psalm tones, so as to continue with Powers’s and 
Dodds’s theories regarding the gradual abstraction of the psalm tones’ criteria. Their 
respective theories are based on Banchieri’s treatises, which means that the interpretation 
of the church-tone system according to Banchieri can be achieved through an 
appreciation of Powers and Dodds. After having explained the main aspects of their 
criteria, I include a summary of Dodds’ analysis of Franz Xavier Murschhauser’s (1663–
1738) two keyboard cycles, as an example of the usage and adjustment of the church-tone 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
39	  Frans Wiering, The Language of the Modes. New York: Routledge (2001), p. 202.	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system, in order to introduce the adaptation of the criteria for the analysis of Buxtehude’s 
free organ preludes. 
 In the final section of the chapter, a review of the transition from Banchieri’s 
church tones to Mattheson’s major/minor keys supports the need for analyzing 
Buxtehude’s repertoire to some degree in terms of a seventeenth-century system, since 
this illuminates aspects that are proper to pre-tonal polyphonic techniques. Powers 
clarifies the objective traits that form this filter, also known as “tonal types,” in his essay 
“From Psalmody to Tonality,” but for the purposes of my study I combine Powers’s 
theory with Judd’s explanation of the three-mode system in the sixteenth-century, along 
with aspects of Barnett’s study of the 24 major and minor keys by Mattheson and their 
relationship to the eight church-tone system. At this point, the comparison of the two etic 
criteria that belong to different systems shows the irrelevance of modality, since both of 
them are practical systems unrelated to speculative theory, and the analysis of 
Buxtehude’s preludes in terms of the church tones confirms it.  
 
Modes 
The role of music in Christian liturgy consists of the demarcation of the rituals in 
ceremonies, as well as the delineation of the structure of a text. Among the chants that 
have been used for the latter are the psalm tones, which are melodies that shape the 
structure of the psalm verses. Those verses, since the Middle Ages, were performed on a 
weekly basis, but with different melodies depending on the ecclesiastical season, since 
the content of the chants that framed the psalms needed to be appropriate. The framing 
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chants were the antiphons, and their musical properties marked the type of melody that 
was to support the singing of the psalms. Since the antiphons were classified according to 
modal criteria, the tonal aspects of the psalm tones were linked to the modal properties of 
their antiphons. Thus, in order to understand how the antiphons affected the psalm tones, 
as well as Powers’s definition of modes as emic, it is important to review the foundations 
of the traditional eight-mode system. 
Although the modal system emerged as a means of classification of the Gregorian 
chants, due to the quest for liturgical uniformity by the Carolingian monks in the ninth 
century, it was not until the eleventh century that modal criteria were fully articulated in 
the foundational treatise by Guido of Arezzo (c. 990–1040) called the Micrologus (c. 
1025).  
However, among the aspects of the theory whose nature remains unresolved even 
today is the very meaning of the system’s name. The Latin origin of the term “mode” is 
“modus,” whose primary meaning corresponds to “measure;” for example, Boethius’s (c. 
475–525) usage of the word “modus” was as “interval,” which prevailed through the 
Middle Ages.40 For modern music theorists who speculate about the modes after the 
eleventh century, the term might stand either for one particular set of scales,41 a “music-
theoretical construct” for classification,42 or intervallic and melodic patterns.43 When the 
term is used as a means of theoretical classification—the grouping of units via shared 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 Joel Lester, Between Modes and Keys, Harmonologia Series no. 3. New York: Pendragon Press 
(1989), p. 106. 
41 Wiering (2001), p. 85. 
42 Powers (1981), p. 439. 
43 Thomas Christensen, “Mode and modulation” in Rameau and Musical thought in the 
enlightenment, Cambridge: Cambridge University Press (1993), p. 170. 
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properties determined by reason instead of practice—it implies that analysis via the 
modes is meant to describe composed music as a whole, not as elucidating the writing 
process.44 In addition to these various meanings of the word, “mode” was also used as 
synonym for “tone” in a particular sense, as we can see from the definition in one of the 
most influential treatises of the eleventh century, Dialogus de musica (c. 1000): “a tone 
or mode is a rule which distinguishes every chant in its final.”45  
 In The Language of the Modes, Frans Wiering describes two stages in the history 
of modal theory: plainchant modality and polyphonic modality. The former practice 
extends from the time of the Carolingian empire (768–814) until the appearance of the 
first treatise devoted to modal polyphony by Pietro Aaron: Trattato della natura et 
cognitione di tutti gli tuoni di canto figurato (1525). During the first stages of the history 
of plainchant modality, the Carolingian monks borrowed from the Byzantine liturgical 
practices46 the classification of the chants into four categories according to their last pitch 
class (finalis or modal final): protus (ending on D), deuterus (ending on E), tritus (ending 
on F), and tetrardus (ending on G)—a classification that had existed since the work of the 
Greek theorist Aristoxenus (born c. 375–360 BCE). For each of the four categories, the 
contour of the melody determined its range, which served to define the chant as either 
authentic (leading) or plagal (subsidiary).47 A chant was considered authentic if the 
melody moved close to or beyond an octave above the modal final, whereas it was plagal 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 Wiering (2001), p. 17. 
45	  Ibid., p. 5.	  
46 David E. Cohen, “Notes, scales, and modes in the earlier Middle Ages,” in The Cambridge 
History of Western Music Theory, ed. Thomas Christensen. New York: Cambridge University 
Press (2002), p. 308. 
47 Yudkin (1989), p. 66. 
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if it showed the same intervallic distance above and below the modal final, or if the 
distance above the modal final was minimal.48 
 The reason behind the relative ambiguity of the range description lies in the 
variety of the earlier chants. Most of them did not strictly comply with the criteria of 
classification, so they were either included as exceptions or were modified to fit the 
parameters. Besides this issue, many other aspects of modal theory were debated among 
theorists until the eleventh century, when Guido of Arezzo in the Micrologus introduced 
the changes that became the criteria of the eight-mode system during the rest of the 
Middle Ages. Notice in Table 2.1 how, rather than labeling the modes by Greek numbers, 
geographical names now indicate the authentic modes, while the prefix hypo (below) is 
added for the plagal modes. Also, the ordering is fixed by the assignment of ordinary 
numbers from 1 to 8.49  
 
Modal final Ninth century Eleventh century Range Ordering 
D Protus Dorian 
Hypodorian 
Authentic 
Plagal 
Mode 1 
Mode 2 
E Deuterus Phrygian 
Hypophrygian 
Authentic 
Plagal 
Mode 3 
Mode 4 
F Tritus Lydian 
Hypolydian 
Authentic 
Plagal 
Mode 5 
Mode 6 
G Tetrardus Mixolydian 
Hypomixolydian 
Authentic 
Plagal 
Mode 7 
Mode 8 
  
Table 2.1 Classification of the eight authentic and plagal modes during the Middle Ages.  
 
Until this stage of plainchant modality we have seen the still vivid influence of 
Greek music theory, which was possible because of the influential treatise written by 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48	  Wiering (2001), pp. 2–3. 
49 Yudkin (1989), pp. 66–7. 
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Boethius c. 500: De Institutione Musica, in which he traces the origin of all the modal 
pitch collections from the two-octave scalar ordering called The Greater Perfect System 
(see Ex. 2.1). This is one of the most important aspects of plainchant modality, for it 
generates the speculative background that maps the chants into a defined tonal space, so 
that the ranges of the melodies now have a fixed reference of comparison. In combination 
with the affective quality of each of the categories, they defined the criteria from which 
Powers identifies the modes as emic, the meanings that can only be recognized by 
factoring in the cultural perception of a specific time.  
The Greater Perfect System yields eight possibilities for generating species of 
octave (diapasson) within a range from A2 to A4,50 although there are only seven octave 
species because the first and last are identical. 
 
(a) 
 
(b) 
 
 
 
 
Ex. 2.1 (a) The Greater Perfect System; (b) The octave species and their modal counterpart. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50	  Wiering (2001), p. 6.	  
1st Species = Mode 2 2nd Species = Mode 4 3rd Species = Mode 6 4th Species = Modes 
1 and 8 
5th Species = Mode 3 6th Species = Mode 5 7th Species = Mode 7 8th Species = 1st Species 
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Section B of the foregoing example shows the solution offered by theorists after 
Boethius to the problem of having eight modes with only seven species. Through the 
repetition of the fourth species for modes 1 and 8, they managed to disregard the eighth 
species while preserving the eight-mode classification. But the problem persisted, 
because there was no distinction between modes 1 and 8 in terms of the octave species. It 
was not until the fourteenth century that Marchetto of Padua (fl. 1305–19) proposed a 
different arrangement of the species. According to his classification (see Ex. 2.2), the 
structure of the octaves of the modes (ambitus) depends on the arrangement of the species 
of fourth (Diatessaron) and fifth (Diapente) in the scale. Every time the Diapente lies 
above the modal final (whole notes in Ex. 2.2), and is followed by the Diatessaron, the 
ambitus of the mode will be authentic, whereas if the Diatessaron sits below the modal 
final and the Diapente, then the ambitus of the mode will be plagal.51  
Thus, while the first and eighth modes still share the same intervallic content and 
register, the order of species of fourth and fifth in the first mode is the opposite from the 
eighth, defining a difference between both ambitus in the order of their species. Despite 
the coincidence between these two modes, in the remaining six modes the pitch class 
collection is unique, and the registral relation between the authentic and plagal modes is 
better defined: the former always lie a fourth above the latter. With the establishment of 
the traditional eight-mode system, a theoretical reference for melodic classification 
emerged that would endure as the sole theoretical parameter until the second half of the 
sixteenth century. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51 Ibid., pp. 6–8.	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Ex. 2.2 The Eight Traditional Modes or eight-mode system 
  
The theoretical principles discussed so far apply to chants of monophonic texture, 
but theory relating to polyphonic music had appeared since the ninth century in treatises 
like the Musica Enchiriadis, containing settings of the chants of two to up to four 
voices—via the duplication an octave lower of the chant and an octave higher of the 
added voice—in parallel motion. The role of polyphonic music was not predominant in 
the liturgy until the fourteenth century in France, where the inclusion of well-trained 
choirs for the interpretation of compositions written for three or four voices enriched the 
complexity and variety of the church polyphonic repertoire.52 According to Harold 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 Yudkin (1989), pp. 338, 344, 509. 
Authentic Modes Plagal Modes 
1. Dorian 2. Hypodorian 
3. Phrygian 4. Hypophrygian
5. Lydian 6. Hypolydian
7. Mixolydian 8. Hypomixolydian
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Powers, during the late Middle Ages and the Renaissance, the main concern of the 
treatises regarding polyphony was the ensemble of the voices, not the tonal aspects of the 
music. When modal theory was finally introduced into the compositional process of 
polyphonic music, in the sixteenth century, it was mainly due to the expressive means 
offered by the eight-mode system rather than the building of a tonal structure.53 
So, as previously mentioned, in 1525 Pietro Aaron discussed polyphonic modality 
in a treatise for the first time. He adapted the monophonic modal criteria to fit polyphonic 
needs, by establishing the tenor as the modal indicator within a piece, the proper cadential 
pitches, and the ambitus according to the traditional eight-mode system. Still, the 
constant use of final pitches and ambitus that could only be explained as transpositions of 
the original eight modes prompted theorists of the time to wonder if these criteria could 
have their own category. Thus, in 1547 the Swiss theorist Heinrich Glarean (1488–1563) 
embraced the exceptions not as a transposition or a fifth above the normative final pitch, 
but as legitimate modal finals. In his treatise the Dodecachordon (1547), Glarean 
proposed a return to the Greater Perfect System, with the objective of generating a new 
recount of the modes. By creating a pair of authentic and plagal octave species from each 
of the diatonic pitches in the scale, the number of modal finals increased from four to 
seven, with the addition of pitch classes A (Aeolian/Hypoaeolian), B (Hyperaeolian/ 
Hyperphrygian) and C (Ionian/Hypoionian). However, due to the lack of a perfect fifth 
above the modal final on B, Hyperaeolian and Hyperphrygian were rejected, while the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
53 Powers (1981), p. 430. 
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remaining octave species on A and C became modes 9, 10, 11 and 12, respectively.54  
Towards the beginning of the seventeenth-century both modal systems were as 
discussed in treatises as used in polyphonic compositions, although the eight-mode 
system was favored over the twelve-mode system for church repertoire. Also, the 
theoretical precepts had acquired new specifications, like the matching of cleffing with 
modal classification by the theorist Valerio Bona in 1595, according to whom the high 
clefs or Chiavette (the grouping of treble, mezzo-soprano, alto and baritone clefs) 
corresponded to authentic modes, while low clefs (the grouping of soprano, alto, tenor 
and bass clefs) corresponded to plagal modes. In addition, Gioseffo Zarlino (1517–1590) 
in L’istitutioni harmoniche (1558) incorporated the direction of the ambitus into the 
modal criteria, involving the direction of the melodies as well. When the ambitus had an 
ascending course the mode would be authentic; on the other hand, every time the ambitus 
or the melody descended, it would be plagal.  
The grouping of the clefs as representatives of the ambitus, the modal final, and 
the association of signatures to the types of modes—no accidentals and sharps were 
known as cantus durus, and related to the authentic modes, while flats, or cantus mollis, 
were related to the plagal modes—became useful for music editors and printers during 
the sixteenth century. Because of these criteria, they were able to order polyphonic vocal 
cycles so as to show if the piece had been composed according to one of the manifold 
modal systems. As we shall see in the next section, although these properties belonged to 
speculative theory, they match the theoretical precepts used in other practical systems 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54	  Wiering (2001), p. 9; Judd, “Renaissance modal theory” in The Cambridge History of Western 
Music Theory, ed. Thomas Christensen. Cambridge: Cambridge University Press (2002), p. 388. 
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like the church tones. Plus, they are the synthesis that proves the existence of technical 
attributes apart from the speculative and cultural context of the modes, the presence of 
the “etic” as according to Powers. 
  
Psalm Tones and Church Tones   
The system that consists of matching antiphons with psalm tones dates back to the 
ninth century, when it appeared as part of the tonaries. The tonaries were collections of 
chants arranged by mode category, from which the earliest sources are the St. Riquier 
Tonary (c. 800), and the Carolingian Tonary of Metz (c. 825–55).55 During the 
seventeenth century, theorists took great interest in tonal properties when grouping the 
chants, although before then these principles were already well known among 
performers, who referred to them in different languages as Kirchentöne, toni ecclesiastici, 
tuoni ecclesiastici, tons d’église, or tonos ecclesiasticos.56 Nowadays the translation into 
English might appear either as “church keys” or “church tones.” Theorists such as Joel 
Lester57 and, more recently, Gregory Barnett58 use the former, whereas “church tones” 
appears in Harold Powers’s59 as well as Michael Dodds’s60 work. Both positions claim to 
be based on the original term used by the Bolognese monk Adriano Banchieri: tuoni 
ecclesiastici.  Even if the term “church keys” reflects better the correlation between the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55 Cohen (2002), p. 310. 
56 Michael Dodds, “The Baroque Church Tones in Theory and Practice,” PhD diss., Eastman 
School of Music of the University of Rochester (1998), p. 1. 
57 Lester (1989), p. 77. 
58 Barnett (2002), p. 419. 
59 Powers (1998), p. 297. 
60	  Dodds, “Tonal Types” (1998), pp. 341–69. 
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tuoni ecclesiastici and the traditional major-minor keys, “church tones” maintains the 
roots of the seventeenth-century term. Thus, as a way to keep historical accuracy in this 
study, I opt to use the term “church tones.” 
The church-tones system emerged from the accompaniment of the melodic 
formulas called “psalm tones.” A choir sang the melodies while an organist played the 
accompaniment, for which Adriano Banchieri (1568–1634) wrote the manual L’Organo 
Suonarino (1605).61 In this practical treatise, Banchieri synthesized the standard 
alternation between the cantus fermi and the choir during Catholic offices,62 covering 
tonal aspects that would enable the organist’s harmonization. To best understand these 
criteria, it becomes necessary to consult the Cartella Musicale (1614), another theoretical 
treatise by Banchieri in which the study of the church tones is deepened by including 
principles that draw on the speculative theory of the modes, as well as the practical theory 
of the psalm tones.63 Since the Cartella was addressed to composers and singers, the 
explanations needed to be more thorough than in a manual for performers. 
As previously mentioned, the psalm tones are fixed melodies for singing the 
psalm verses during Catholic offices, especially the Vespers.64 They were placed between 
the antiphons, the chants whose final pitch determined the relation of a psalm tone to one 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61 The first edition is known as Opus 13 and was revised in two occasions: 1611 and 1620 
(printed as Opus 25). Then it was reviewed in 1622 under Opus 43, label that also refers to the 
1627 and 1638 versions. Each publication consists of 5 books, from which the first four are 
identical. Since the explanation of the eight church tones is in the second book, all the references 
to L’Organo Suonarino are based on the first edition. See Donald Earl Marcase, “Adriano 
Banchieri: L’Organo Suonarino: translation, transcription and commentary,” PhD diss., Indiana 
University, (1970), p. 8.  
62 Marcase (1970), p. 9. 
63 Cranna (1981), p. 16. 
64 Dodds, “Tonal Types” (1998), p. 342. 
	   
35 
of the eight traditional modes—psalm tones 1 and 2 correspond to modal final D; tones 3 
and 4 to E; tones 5 and 6 to F; and tones 7 and 8 to G (see Ex. 2.3). In addition to the 
separation of the odd tones as authentic and the even tones as plagal, these are the only 
shared properties between the psalm tones and the modes, for the psalm tones per se do 
not show some of the characteristic modal traits.65 For instance, none of the psalm tones 
show an ascending or descending contour typical of an authentic or plagal ambitus; the 
octave species are not spanned in the psalm tones, although the expected authentic and 
plagal order of the Diapente and Diatessaron do appear, either as the sustained pitch in 
the middle of the melodies or what we would call in classical counterpoint an upper 
neighbor note—except for tone 3, in which the distance between the sustained note of the 
psalm tone and the modal final covers a minor sixth. Furthermore, psalm tones 3, 5, and 8 
do not finish on the modal final. However, a constant that does relate the psalm tones 
with the modes is the indication of register by clefs: authentic tones 1 and 3 are in tenor 
clef, in counterpart with plagal tones 2 and 4, which are in bass clef. On the contrary, 
authentic tones 5 and 7 are in alto clef, while their plagal counterparts, tones 6 and 8, are 
in tenor clef. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 Dodds, “The Baroque Church Tones” (1998), p. 2.	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Ex. 2.3 Psalm tones and their modal finals, with text from Psalm 112, in Adriano 
Banchieri’s Cartella Musicale (Venice, 1614), p. 70. 
 
From Ex. 2.3 we can also see Banchieri’s internal sectioning of the melodic 
formulas into three parts: Intuonatione, Mezo and Fine. A more modern segmentation 
Modal 
Final 
D 
D 
E 
E 
F 
F 
G 
G 
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appears in Wiering’s The Language of the Modes, in which he gives a more detailed 
description of the components of the psalm tones by describing the structure according to 
motives and important pitches.66 He starts by labeling the first three pitches Intonatio, the 
opening motive. He then identifies the Mediatio, a second motive that precedes the Tenor 
or reciting tone (RT), a sustained pitch that usually covers the middle part of the psalm, 
but might also appear before the Mediatio (see Ex. 2.4). The RT also begins the closing 
formula EVOVAE (et in saecula saeculorum, Amen.),67 a melodic cadence that belongs 
to the psalm tone’s last section, named Terminatio—Banchieri refers to this ending as the 
differentiae, which facilitates the connection between the psalm tone and the following 
antiphon.  
In Example 2.4 we can see psalm tone 6 (a) and psalm tone 1 (b) analyzed 
according to Banchieri’s as well as Wiering’s criteria. The bar lines correspond to 
Banchieri’s formal division in three parts, while the blue overlays represent Wiering’s 
sectioning and labels. The sectional divisions seen in psalm tone 6 are the most common 
among the other psalm tone melodies, in which the RT first appears between the 
Intonatio and the Mediatio, so that it later antecedes the Terminatio, matching 
Banchieri’s formal division. In this case the Terminatio is the same as the EVOVAE, but 
in Example (b) an exception occurs because of the gap between the Terminatio and the 
EVOVAE. In psalm tone 1, Wiering’s Terminatio starts as soon as the melody leaves the 
static pace of the RT, which occurs before Banchieri’s Mezo finishes. Once the melody 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66 Wiering (2001), p. 2. 
67 Harold Powers uses the term ‘psalm-tone differentiae’ in order to make a distinction with the 
modal finals. Powers (1998), p. 297. 
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returns to the RT on A, the pitch repeats, but now as part of the melodic cadential 
formula EVOVAE. Thus, although Banchieri’s analysis helps to understand the psalm 
tone as the intonation of a RT with an opening and a closing section, Wiering’s division 
emphasizes the construction of the melody through the interaction of motives and a RT.  
 
(a) 
 
 
(b) 
 
 
 
 
Ex. 2.4 Analysis of psalm tones 6 (a) and 1 (b) according to Frans Wiering’s 
classification. 
 
According to Banchieri, the ultimate means to identify a psalm tone in plainchant 
or a polyphonic piece is through the interval between the modal final and the RT: the 
Repercussio.68 In the case of the foregoing Example 2.4 (b), the modal final of psalm tone 
1 is D, with the RT at pitch class A, which yields a Repercussio of a fifth. On the other 
hand, in Example 2.4 (a), the Repercussio is of a third since we have a RT on A while the 
modal final is on F. But this data is not enough to identify a psalm tone—much less in a 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
68 Cranna (1981), p. 188. 
Intonatio Mediatio Terminatio 
RT RT EVOVAE 
RT RT EVOVAE 
Intonatio Mediatio Terminatio 
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polyphonic piece—because the fifth as a Repercussio also appears in psalm tones 5 and 
7.69 Accordingly, Banchieri enriches the criteria by including properties that coincide 
with the criteria used by the editors and printers in the sixteenth-century for ordering 
polyphonic vocal music: modal final, system (cantus durus or mollis), and clefs 
(ambitus).70 Powers calls these features in the distinct psalm tones “Psalm-tone 
tonalities,” whereas Lester considers them part of the twelve-mode theory, either in the 
original or transposed form of the twelve modes.71 
Since my analysis of Buxtehude’s preludes is based on Powers’s premise that 
technical properties exist apart from the speculative theory of the modes, I will maintain a 
link to Powers’s theory by using the term “psalm-tone tonalities.” The criteria of the 
psalm-tone tonalities add to the Repercussio the division of the ambitus in species of 
fourth and fifth; upward and downward direction of the ambitus—which also determines 
the direction of the fugue themes; imitation points (Modo di fugare) according to the 
species; cadence points; and final pitches of the tenor voice.72 In order to fit the ensemble 
of the choir and the organ, some of the psalm tones were transposed (see Ex. 2.5): psalm 
tone 2 was transposed by an ascending fourth, from the modal final D to G; psalm tone 5 
by a descending fourth, from F to C; and psalm tone 7 by a descending fifth, from G to 
C.73 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69 Ibid., p. 189.	  
70 Since the late fifteenth century and early sixteenth century, theorists determined the mode of a 
monophonic piece through the final pitch, octave species, and ambitus. See Judd (1992), p. 430. 
71 Joel Lester. Between Modes and Keys, Harmonologia Series no. 3, New York: Pendragon Press 
(1989), p. 79. 
72 Powers (1998), p. 301. 
73	  Ibid., p. 297. 
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(a) 
 
 
(b) 
 
 
(c) 
 
 
(d) 
 
 
 
Ambitus Imitation points Principal degrees 
Theoretical 
final Finale 
Ambitus Imitation points Principal degrees Finale Theoretical final 
Ambitus Imitation points Principal degrees 
Theoretical 
final 
Theoretical 
final 
Finale 
! 
Finale Principal degrees Imitation points Ambitus 
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(e) 
 
 
Ex. 2.5 Psalm tones and their tonalities: (a) Psalm tone 2, transposed; (b) Psalm tone 3; 
(c) Psalm tone 4; (d) Psalm tone 5, transposed; and (e) Psalm tone 7, transposed.74 
 
As the transposed psalm tones became the norm, it became rare to find the psalm 
tones in their original transposition level. Instead, the abstraction of the tonal properties 
increased up to the point of abandoning the psalm tones as cantus firmi, and generalizing 
to secular as well as sacred music. Nevertheless, some aspects of the theoretical criteria 
remained in the practice of what were now called “church tones.” 75 For instance, the 
church tones 1, 3, 5, and 7, continue to be authentic. They have an ascending ambitus, 
divided first by a Diapente and then by a Diatessaron, except for a reversed order in tone 
3—first the Diatessaron, then the Diapente (see Ex. 2.5, section b). On the other hand, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
74 The criteria of psalm tone 1 are the same as the transposed tone 5, but departing from D4. In 
the case of psalm tone 8, the melodic formula from Ex. 2.3 is kept but with the tonal criteria of 
Ex. 2.6. Psalm tones are from Adriano Banchieri, Cartella musicale, 3rd. ed. Venice (1614), p. 71, 
84–87. Facsimile of Petrucci Music Library (IMSLP). The psalm-tone tonalities criteria, except 
for the theoretical final, are based on table 5 in Powers (1998), pp. 302–03.  
75	  Dodds estates that church tones 1, 4, and 8 are identical to their corresponding psalm tones 
without considering the changes in the ambitus of church tone 4. Also, he discusses church tone 6 
separately due to the relation of the Principiante/Finale with the modal final but a discrepancy in 
the signature, as if the B♭ in the psalm tone were different from the B♭ in the church tone 
signature. Dodds later explains that the flat pitch does not imply a transposition, since it comes 
from a practice already evident in the pitch content of the psalm tones; see Dodds, “Tonal Types” 
(1998), p. 343. So both stages should be treated as equals, which means that church tone 6 has a 
greater level of affinity with psalm tone 6 than does church tone 4 with psalm tone 4.  
! 
Ambitus Imitation points Principal degrees 
Theoretical 
final Finale 
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church tones 2, 4, 6, and 8 are thought of as plagal due to the internal sectioning of the 
descending scale into Diapente and Diatessaron, thus causing the descending direction of 
the subjects. Similarly to tone 3, the ambitus of tone 4 has unique properties: an authentic 
sectioning (Diapente-Diatessaron) with a descending direction, proper to the plagal tones 
(see Ex. 2.5 section c).76 
As mentioned earlier, the imitation points relate to the order of the species in the 
ambitus, so the imitation points of church tones 3 and 4 also reflect the alterations. The 
origin of these modifications comes from the precautions surrounding pitch class B, 
which was described since the time of Guido of Arezzo as being particularly problematic. 
Banchieri recommends modifying B either to A or to C, which results in the substitution 
of A for B in the ambitus of both cases, since C was already part of the tonality of tone 3 
as a RT, and in the case of tone 4 it appears but as a cadential pitch. However, B still 
forms part of tone 4 as a cadential pitch, perhaps due to the restriction described by 
Banchieri, who insists on modifying pitch class B exclusively when the vocal 
composition involves more than 2 voices.77  
Another consequence is the change of the final pitch, since the corresponding 
theoretical final (or modal final, according to the modes system) shifts to the last pitch of 
the melody. So, instead of having the regular endings on E in church tone 3 and on C 
(after the transposition) in church tone 7, we find A and D respectively (see ex. 2.5, 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
76 Dodds includes in his dissertation a thorough discussion about the erratic behavior of tones 3 
and 4, in which he comments on the methodology followed by Banchieri to deal with the tones’ 
exceptions, as well as the contradictions between his explanations and the musical examples. 
Dodds, “The Baroque Church Tones” (1998), pp. 100–03. 
77 In Example 2.6, church tone 8 shows the same number of possible cadential pitches as church 
tone 4, due to the restriction regarding pitch class B. Cranna (1981), pp. 200–01, 212–13.	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sections b and e). The exception is church tone 5, in which the theoretical final remains as 
the closing pitch, although the melody ends on E, not C. If we were looking for a distinct 
trait of the church tones, this would be the one, because the change from a norm 
theoretically generated to a norm derived from practice implies an independence from the 
psalm tones. Thus, the abstraction of the tonal criteria creates the possibility of using the 
parameters to write a piece without implying a liturgical meaning, although they could 
still be used to establish the connection between a polyphonic composition and a specific 
church item.    
Next, other properties affected by these adjustments are the inclusion of cantus 
mollis—use of B♭ as part of the key signature in tones 2, 6, and 7—as well as the proper 
identification of the cadential pitches.78 To understand this structural change, it is 
important to review the new cadential pitches. Among the practical guidelines in 
L’Organo Suonarino, Banchieri includes a table in which he synthesizes the cadential 
pitches of each of the church tones (see Ex. 2.6). The first column corresponds to the 
Principiante, the starting pitch taken from the antiphon, followed by the Mezana that 
signals the middle cadence of the verse. Then we find the Indifferente, an optional 
cadential pitch, and conclude with the Finale—the same pitch as the Principiante, but 
located at the end of the piece. Notice the disappearance of the distinction between 
authentic and plagal church tones through the direction of the pitches, as well as the 
standard use of the tenor and soprano clefs. 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78	  Ibid., pp. 211–215.	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Ex. 2.6 Cadential pitches in each of the eight church tones, according to L’Organo 
Suonarino, p. 41. 
 
Despite the focus on the role of the organist, Banchieri’s theoretical description of 
the church tones system still relates to vocal or vocal/instrumental repertoire. Harold 
Powers’s analyses of short vocal as well as instrumental pieces from 1588 through 1665 
in his essay “From Psalmody to Tonality” (1998), exemplify the use of the criteria. 
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However, as Dodds demonstrates in his analytical essay “Tonal Types and Modal 
Equivalence in Two Keyboard Cycles by Murschhauser” (1998), due to the growing 
complexity of polyphonic music, as well as the interest in the instrumental repertoire, not 
all of the properties inherent in the system are appropriate for the analysis of seventeenth-
century keyboard music.79Moreover, since the church tones are already an abstraction of 
the psalm-tone tonalities,80 further adaptations of the criteria show properties still related 
to the church tones in Baroque keyboard repertoire without requiring them all. 
In order to demonstrate the extent to which ambitus remained as a defining modal 
trait, Dodds offers comparative analyses of Murschhauser’s organ cycles Octi-Tonium 
Novum Organicum (Augsburg, 1696) and Prototypon Longo-Breve Organicum 
(Nuremberg, 1703, 1707). He analyzes the former in terms of the church tones, and the 
latter via the twelve modes.81 By identifying the common tonalities between the two 
systems, as well identifying the fugues as the pieces where the presence of the ambitus 
would be more evident, he defines the common ground for the comparison. Dodds’s 
conclusions demonstrate that, while the clef no longer indicates the ambitus in both 
cycles, the signatures and finals retain their functions; because of the extent of the 
compositions, the author does not consider the study of the cadential points to be 
plausible. In the case of the fugues from the Octi-Tonium Novum Organicum, the ambitus 
can be traced through the combined ranges of the altus and tenor, or else by the study of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
79 Dodds, “Tonal Types” (1998), p. 315. 
80 Powers (1998), p. 291. 
81 Dodds, “Tonal Types” (1998), p. 352. 
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the subject’s pitch content and contour.82 The fugues in the Prototypon Longo-Breve 
Organicum have a looser range delineation, which leaves the definition of the ambitus to 
the characteristics of the fugue subjects.83 
Although Dodds’s conclusions regarding the trace of the ambitus in keyboard 
polyphonic pieces do not necessarily relate to my study, his adjustments and 
methodology provide ground for my analysis of Buxtehude’s free organ preludes in terms 
of the church tones. The importance he gives to the properties of the fugue themes allows 
for the identification of the ambitus in musical environments where the illusion of 
improvising played a major role; i.e. the Stylus Phantasticus. But unlike Murschhauser’s 
cycles, in the analysis of the free preludes by Buxtehude it is possible to relate the 
structural cadences with the cadential pitches described by Banchieri in L’Organo 
Suonarino (see ex. 2.5). Also, in some preludes the signatures and endings cease to be 
reliable tonal indicators, so the repercussio, the original way to identify the church tones 
according to Banchieri, becomes one of the main parameters for studying the fugue 
themes.
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
82	  Ibid., pp. 352–54.	  
83 Ibid., p. 363.	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Ex. 2.7 Criteria for the church-tone tonalities in Buxtehude’s free organ preludes. The 
half notes stand for the original ambitus, the quarter notes for the RT, and the longa for 
the Principiante/Finale. 
 
Ambitus Principiante Mezana Indifferente Finale 
Tone 1 
Tone 2 
Tone 3 
Tone 4 
Tone 5 
Tone 6 
Tone 7 
Tone 8 
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After comparing the tonal features of Buxtehude’s free organ preludes with the 
church tones criteria, I have concluded that the only parameters still valid are the ambitus 
and the cadential pitches. In the ambitus shown at example 2.7, we can see the 
preservation of the authentic/plagal contour, as well as the sectioning of the octave 
according to species of fourth and fifth, but also the addition of the RT—not as a motivic 
element, but as part of the intervallic content of the ambitus. In addition, all of the church 
tones are notated in the same treble clef to show the reduced influence of range in the 
classification of the tones. However, the pitch content is placed in the same register as in 
Banchieri’s criteria to maintain the correspondence, as well as the separation by cantus 
durus and mollis. 
 
Connections between the church tones and the major/minor keys 
During the sixteenth century a renewed interest in relating modal theory to 
polyphonic music emerged because of the expressive means offered by the system. But 
the richness in the polyphonic style of the sixteenth century was more complex than that 
in the polyphonic style from the eleventh century (the time of the establishment of the 
modal system), so by the second half of the sixteenth century the twelve-mode system 
created a viable option for understanding how the music worked. Still, the composition of 
cycles at this time using the eight-mode system by Palestrina and Lasso, among other 
composers, demonstrates the standardization of this system in the Christian liturgy. As 
we enter the seventeenth century, the growing curiosity of the humanists in practical 
rather than speculative theory might have influenced theorists such as Banchieri, who 
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focused on a system based on the tonal structures of written melodies known as the psalm 
tones: i.e., the church tones. The consistency of his system’s criteria—principal pitches 
(principiante/mezana/indifferente/finale and RT), points of imitation, systems, cleffing, 
plus the division and direction of the ambitus—enabled the expansion of its usage from 
the psalm tones to secular music.  
 The information used by editors and printers since the Renaissance to organize 
the cycles—system, clefs and finale—remained as a tool to distinguish the church tones. 
This tool, given the name “tonal type” by Siegfried Hermelink in the twentieth century 
(Dispositiones modorum, 1963), was further developed by theorists such as Powers and 
Judd. Using these criteria, it becomes possible to visualize concrete properties that allow 
the relationship of specific compositions with different systems. However, the tonal types 
are only appropriate for vocal music, a disadvantage of the system since it was during the 
seventeenth century that instrumental music, especially for keyboard, began to gain 
popularity.  
Both Dodds’s analysis and mine of seventeenth-century keyboard music prove 
that through the modification of the original criteria—those represented by the tonal types 
of the church tones—we can appreciate pre-tonal properties in these compositions. Such 
a practice is not unusual, for as Powers and Barnett show in their studies of the transitions 
from the church tones to Matthesson’s 24 major and minor keys, changes of criteria from 
treatise to treatise was common. In the following table, the labels in the first column are 
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Powers’s reinterpretation of Banchieri’s church tones,84 while the three remaining 
columns show Mattheson’s 24 major and minor keys organized in three sets by Barnett.85  
  
Church Tones First set Second set Third set 
(unrelated) 
(1) D minor [re] tonality (1) D minor (9) C minor (17) B major 
(2) G minor [re] tonality (2) G minor (10) F minor (18) F# major 
(3) A minor [re] tonality (3) A minor (15) B minor (19) G# minor 
(4) E “Phrygian” [mi] tonality (4) E minor (16) F# minor (20) B♭ minor 
(5) C major [ut] tonality (5) C major (11) B♭	 major (21) G# major 
(6) F major [ut] tonality (6) F major (12) E♭	 major (22) C# minor 
(7) D minor [re] tonality (7) D major* (14) E major (23) C# major 
(8) G major [ut] tonality (8) G major (13) A major (24) E♭ minor 
 
Table 2.2 Relationship of the eight church-tone tonalities and the 24 major and minor 
keys. 
 
The first set of eight keys in Matthesson’s count match the tonal types of 
Banchieri’s classification of the church tones, except for tone 7. The second set of eight 
keys results from the upper or lower whole tone transpositions of the first set, while the 
remaining eight “fill out this list in no particular order.”86 Regarding tone 7, the quality of 
the third above the principiante/finale changes from minor to major, being the former in 
Banchieri’s explanation, and the latter in late seventeenth-century treatises and organ 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
84 Powers (1998), p. 305. 
85	  Barnett (2002), p. 417. 
86 Ibid., p. 426. 
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collections such as Le Magnificat (1626) by the French organist and composer Jehan 
Titelouze (c. 1562–1633), in which he explains that due to the quantity of available 
differentiae for tone 7, he decided to apply the old methodology and use the modal final 
G. Yet, because of the range of the choir, he transposed the tone a fourth lower, from G to 
D, which implied the addition of F# in the pitch content, and consequently the change of 
character of the church tone. 
The increasing level of independence of the music from the psalm-tones melodic 
formulas in the seventeenth century produced a level of abstraction that enables Powers 
to relate the church tones to the triadic division in major [ut], minor [re], and “Phrygian” 
[mi] tonalities: tones 1, 2, 3, and 7 are minor [re] tonalities; tones 5, 6, and 8 are major 
[ut] tonalities; and tone 4 is the only example of the “Phrygian” [mi] tonality.87 It is 
evident from the names of the three-mode tonalities that the pitch relations are based on 
the Guidonian hexachordal system; after all, it is Glarean who mentions the existence of 
this system in the Dodechacordon. 88 But the changes of terminology from Glarean and 
Banchieri to Mattheson imply another transition happening within the theoretical scheme: 
from a pitch space based on singing relations to a pitch space based on keyboard 
representations. As the classic tonal analyses of Buxtehude’s free organ preludes have 
demonstrated, some properties are easily heard as part of the tonal system; for example, 
the cadential pitches in a church-tone 5 prelude show the same relation as the polarity 
between tonic and dominant in a major key.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
87 Powers (1998), p. 305. 
88 The three tonalities yield from “the hexachordal position and pitch of the final; melodic 
characteristics, particularly in the superius, that correspond with modal markers; contrapuntal 
procedures; and the registral conventions of a vocal ensemble.” Judd (1992), p. 437. 
	   
52 
Because of these similarities, Harold Powers successfully traced a path linking 
Banchieri’s eight church-tones system to Mattheson’s 24 major and minor keys.89 
Nevertheless, it is important to bear in mind that the matching stops short of full 
integration, since some church-tone properties might appear to technically correspond to 
aspects of classical tonality, yet careful investigation reveals that they have a different 
meaning. For example, most of the church-tone cadential pitches may delineate the “tonic 
triad” but, in terms of the tones, they correspond to a temporal ordering within the piece 
rather than a tonal center. Besides, the RT and the pitch class from the 
Principiante/Finale create two poles without a fixed intervallic distance, for it varies 
depending on the modal final and tenor of the original cantus. Thus while this relation 
recalls the polarity between the dominant and the tonic, because it is not a fixed interval 
and depends on other properties, a direct correlation based on this aspect is not plausible. 
However, as I will demonstrate in Chapter Four, the sectional cadences show properties 
that relate to both systems, although the melodic content in the fugue themes proves the 
existence of a connection with the church-tone system. 	  	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
89 Powers (1998), p. 305. 
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Chapter Three 
PREVIOUS STUDIES 
 
The most recent antecedents to my study of Buxtehude’s pedaliter and manualiter 
preludes are three dissertations, an essay, and an article, all published within the last 33 
years.90 In the three dissertations by Larry Leo Archbold (1981),91 Sharon Lee Gorman 
(1990)92 and Leon Couch III (2002)93, harmony and counterpoint are discussed in terms 
of eighteenth-century tonality, while formal divisions are discussed according to texture 
(e.g. free, toccata, or fugue). Couch’s and Gorman’s research use the general 
observations made by Archbold as a resource by which to determine further observations 
on texture, figures, voice leading, contrapuntal layout, and harmonic progressions in the 
pedaliter preludes.94 
As I will later explain in more detail, what differentiates the approach of Gorman 
and Couch from Archbold’s is the use of rhetoric in the description of form. While 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
90 Kerala Snyder also analyzes preludes BuxWV 137, 139, 140, 142, 146, 148, 149, and 152, 
during her description of Buxtehude’s keyboard repertoire. Most of the observations refer to 
properties covered thoroughly by Archbold, except for how mean-tone temperament could have 
affected the process of composition, as well as the transpositions made by organists of the time in 
order to perform them; see Snyder (2007), pp. 241–60. This study does not antecede mine 
because texture and harmony are seldom discussed in order to illustrate another issue; usually one 
related to Buxtehude’s life circumstances as a composer. 
91 Larry Leo Archbold, “Style and Structure in the Praeludia of Dietrich Buxtehude,” PhD diss., 
University of California, (1981). 
92 Sharon Lee Gorman, “Rhetoric and Affect in the Organ Praeludia of Dieterich Buxtehude 
(1637–1707),” PhD diss., Stanford University, (1990). 
93 Leon Couch III, “The Organ Works of Dietrich Buxtehude (1637–1707) and Musical-
Rhetorical Analysis and Theory,” D.M.A. diss., University of Cincinnati, (2002). 
94 Archbold applies Schenkerian theory in his structural analysis of the preludes, but Gorman and 
Couch do not consider the resulting observations with the same importance as his other 
conclusions. They only mention the use of the technique. 
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Archbold distinguishes each section depending on the presence of free or fugal texture, 
Gorman as well as Couch interpret the music as if it were a discourse in compliance with 
the tradition of the Musica Poetica (1606) by Joachim Burmeister (1564–1629). 
According to the precepts of this theory, the composer works similarly to the poet, who 
creates models of musical expression throughout a rhetorical scheme. The latter refers to 
organizational intentions proper to oratory that are mirrored via specific musical 
resources, without implying that a specific text was or was not in the mind of the 
composer at the moment of writing, but rather a message that takes the form of a 
discourse made entirely of sounds.95 
The three dissertations do not agree on the same count of free organ compositions. 
Archbold analyzes 20 of the 22 free organ pedaliter preludes, because one of them is an 
alternate version of prelude BuxWV 149, while prelude BuxWV 154 is a fragment.96 On 
the other hand, Gorman studies 22 free organ pedaliter pieces, but not all of them are 
preludes—according to the editions by Beckmann (1971) and Schumacher (2012), 
BuxWV 155, 156, and 157 are Toccatas, while BuxWV 158 is a Preambulum—while 
Couch solely covers prelude BuxWV 140, and the chorale preludes BuxWV 178 and 
184.97 As part of my study, I analyze the 18 free organ pedaliter preludes that are 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
95 Benito V. Rivera, and Martin Ruhnke. "Burmeister, Joachim," in Grove Music Online. Oxford 
Music Online. Oxford University Press. Accessed October 12, 2014. 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/04394. 
96 Archbold (1981), p. 5, footnote 18. 
97 The three research documents refer to the 1971 Klaus Beckmann edition of Dietrich 
Buxtehude’s organ works, the same version that I use for the analytical observations. Beckmann 
published two versions of the same edition in 1971. One includes critical comments as well as his 
research of the sources, since it is addressed to scholars or any musician interested in critical 
study. The purpose of the second version is to reach organ performers, so the format is more 
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common to both Archbold and Gorman’s research, all of which are labeled ‘Prelude’ in 
Beckmann and Schumacher’s edition, plus the manualiter preludes BuxWV 162 and 163. 
Next, the essay by William Porter (1986) and the article by Geoffrey Webber 
(2003) concentrate on the relation of the fugue subject’s thematic material to the Psalm-
tone melodic formulas. Both of them include only the preludes whose fugue themes 
present some motivic resemblance to the melodic structure of the psalm tones, although 
Webber takes it one step further and matches the melodic content and cadential pitches of 
the piece with their corresponding affect, as in a modal classification.  
 
Larry Leo Archbold 
Although the objective in Archbold’s dissertation is to propose a chronology of 
the “free” organ works by Buxtehude, his contribution toward the purposes of this study 
resides in the analysis of the texture, harmony, rhythm and meter, thematic variation, and 
expression of the preludes. The study of each of these features has become a frequent 
source for me to consult, despite the foreground representations in the structural analysis 
meant to determine a chronology based on stylistic changes. The historical context 
framing the explanation of such modifications consists of a comparison to other 
contemporary North German composers—Heinrich Scheidemann, Franz Tunder, and 
Matthias Weckmann—as well as the theoretical writings by Mattheson. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
accessible and less expensive; see Leon Couch III, “Review Feature: Sämtliche Orgelwerke. Vol. 
1 & 2. Ed. Klaus Beckmann,” in The Diapason (December 2004), 
http://scholarship.profcouch.us/BuxtehudeBeckmannEdition070103.pdf. Needless to say, the 
version most widely used for historical research and analysis is the first one, although there is no 
English translation available. 
	   
56 
Because of his goal, Archbold focuses on the general aspects of the preludes, the 
ones that are the most recurrent, in order to create a reference criterion against which to 
compare the “progressive” changes. Consequently, he sacrifices a thorough description of 
the pieces in favor of a concise overview—sometimes making reference to specific 
preludes in the footnotes or to short passages as examples, but never conducting a 
complete and exhaustive analysis of an individual work from beginning to end. 
Archbold’s observations on harmony are expressed in traditional tonal terms, since they 
rely on the assumption that all of the content is based on diatonic progressions that 
sometimes might stress a scale degree without establishing a new key, an influence from 
modal theory.98  
In the core of the repertoire resides the tonic-dominant polarity, although 
Archbold acknowledges the normative use of tonicizations of other scale degrees via 
secondary dominants and seventh chords in a more localized way as one of Buxtehude’s 
innovations.99 Archbold describes these chords as decorative sonorities that expand the 
musical content while adding expressive intensity, for in most of the passages where they 
occur, they involve chromaticism.100 As previously mentioned, these tonicizations usually 
draw attention to a specific chord without implying an actual change of harmonic focus, 
except for the emphasis on the subdominant towards the end of the piece, a noticeable 
harmonic property of the preludes.101 Nevertheless, the only aspects that seem to 
transcend Archbold’s structural analysis are the initial and final cadences from each 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
98 Archbold (1981), pp. 80, 85. 
99 Ibid., p. 111. 
100 Ibid., p. 98. 
101 Ibid., p. 80. 
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section of the preludes, which are synchronized to the textural changes. 
  According to Archbold, the analysis of texture can be divided into multiple 
levels. Progressing from general to specific, the first one corresponds to the difference 
between free (toccata) and fugue, the same classification used by Josef Hedar in 1951102 
in what is considered to be the first dissertation about Buxtehude’s organ repertoire.103 By 
using these criteria as starting point, Archbold discusses the formal organization of the 
preludes104 as well as further textural groupings that constitute the next level. 
In the free category he lists the rhapsodic, chordal, figural, imitative, pedal point, 
and modular styles.105 This represents a greater variety of content than in its counterpart, 
the fugal texture, which exclusively covers complete fugues (common-time fugues, 
triple-time fugues, and gigue fugues), as well as the fugato (or fragmentary fugues) 
style.106 The interrelation between texture and harmony is implicated at this stage, 
because every harmonic and contrapuntal design of the four-part progressions has a 
‘textural style’ assigned to support the voice-leading.107 Archbold mentions that the 
harmonic contrast resulting from the interaction between the fugal and free textures 
generates the sensation of tension and release, which supports the expressive content of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
102 Josef Hedar, Dietrich Buxtehudes Orgelwerke. Nordiska Musikförlaget (Stockholm, 1951); 
Wilhelmiana Musikverlag (Frankfurt, 1951). 
103 Archbold (1981), p. 1.	  
104 Similar discussions appear in previous works by Willi Apel (1972), p. 613; and Kenneth 
George Powell’s PhD dissertation “The North German Organ Toccata (1650–1710),” University 
of Illinois (1969), p. 47. 
105 Archbold (1981), p. 17–19. 
106 This classification works for purposes of ordering, since the schemes and tables of the formal 
analyses show appearances of styles proper to the free or fugal sections, especially styles such as 
imitative and fugato (Ibid., pp. 19–31). 
107 Ibid., p. 31. 
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the preludes.108 Moreover, the distribution of this energy follows an ascending curve 
starting from the opening free section, peaking at the climax of the first fugal section, and 
descending during the ending free section, or remaining sections where there are more 
than two, which is frequent.109 
In order to show the conclusions drawn from the technical description of the 
preludes’ content, Archbold uses Schenkerian technique to chart the development of the 
tonal system in Buxtehude’s repertoire, as well as the role of the contrast between free 
and fugal texture in the structure of the compositions. For example, in the following 
graphs that represent the structural analysis of BuxWV 139110 we can see the three formal 
sections—opening free section, fugue, and closing free section—described via two 
middleground graphs and a background graph.  
According to the first middleground graph, in the opening section the fundamental 
line descends from the third scale degree, whereas in the fugue the descent is from the 
fifth degree, and the last tone, D, is prolonged until the end of the prelude. Then, in the 
second middleground the two fundamental lines, initially separate, are joined throughout 
the prolongation of the D5 from the opening section, meaning that the complete Urlinie 
descent occurs during the first free section. Still, in the background, the first two sections 
are visible due to the Bassbrechung division, which is not notated as part of the Ursatz in 
the two middleground graphs, since those Stufen belong to an ongoing description of the 
harmonic motion, where important features like the final plagal cadence appear as 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
108 Ibid., p. 79. 
109	  Ibid., pp. 214–15.	  
110 Ibid., pp. 422–23.	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structural. 
It is interesting to see how the ambivalence between the independence and 
connection of the first two sections persists even in the background, a probable reason 
behind the absence of the stems in the whole notes of the Urlinie. Also, identifying the 
structural descent at such an early stage of the piece goes contrary to the expectation of 
an overall descent. This property perhaps denotes some degree of modal organization in 
the music, since it does not fit the typical reading of a tonal Schenkerian analysis. 
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Ex. 3.1 Structural analysis of Prelude BuxWV 139 in D major. 
 
Now, what becomes problematic about an approach such as this is Archbold’s 
aim to generalize a diverse repertoire, for there is no prelude identical to another one. It is 
understandable, though, how the identification of recurrent properties among the preludes 
that match the criteria of tonal interpretations made the use of Schenkerian theory 
plausible. Moreover, Archbold creates prototypes based on the resultant background 
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graphs to show the relationship of form to the Urlinie descent. In footnotes, he describes 
all of the exceptions to the norms he defines; for example, the preludes where one of the 
two main sections (opening free section and fugue) does not conclude in an authentic 
cadence.  
Nine of the twenty free preludes analyzed for my research have sectional closures 
on scale degrees other than the tonic, either on the dominant, mediant, or other secondary 
degrees.111 These endings are not incorporated into Archold’s Schenkerian sketches, but, 
along with the direction of the fugues’ themes, and their pitch and intervallic content, 
they constitute important properties of the preludes that match the criteria of polyphonic 
modal systems such as the church-tones. Thus, a Schenkerian analysis of Buxtehude’s 
free organ preludes yields inadequate results, given the presence of these non-tonal 
features. 
Archbold is, however, aware of other types of interpretations. For instance, he 
recognizes the possibility of a rhetorical reading, especially as part of the formal analysis, 
due to the conventions during the seventeenth century regarding the organization of the 
musical content. In fact, he mentions Ursula Kirkendale as the pioneer of this approach 
with her article “The Source for Bach’s Musical Offering.”112 Yet, according to 
Archbold, her observations address events that remain on the surface of the musical 
discourse, which seems to diverge from the purpose of his pursuit.113 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
111 Preludes BuxWV 140, 141, 147, 148, 149, 150, 152, 162, and 163. 
112 Journal of the American Musicological Society XXXIII (Spring, 1980), pp. 88–141. 
113	  Archbold (1981), p. 10.	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Sharon Lee Gorman 
 In her dissertation, Gorman mentions how Archbold’s observations are targeted 
towards the creation of a harmonic structural archetype, resulting in a thorough 
description of the properties without an explanation of their functioning.114 This is the 
gap that Gorman addresses by using rhetoric as the resource to access what could have 
been the scheme of writing and listening to these preludes during the seventeenth 
century.115   
Unlike her predecessor’s, Gorman’s research document contains a meticulous 
rhetorical reading of each prelude, with comments about the affect of the preludes 
grouped by key. The theoretical platform of her analyses is informed by the classic 
rhetoric of Marcus Fabius Quintilianus (c. 35–c. 96 AD), the cadence studies by Johann 
Gottfried Walther (1684–1748), and Joachim Burmeister’s writings on musical-rhetorical 
figures and affect. 
Rhetoric represents an important aspect of musical thought during the Baroque, 
for it appears in many treatises, for instance as an example for young composition 
students to understand the canonic pieces of the time, in addition to being part of the 
traditional Latin School education.116 However, there were as many explanations of 
rhetoric in music as there were theorists, plus it is uncertain that Buxtehude might have 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
114 Gorman (1990), p. 239.  
115 “In principle, then, to speak of Buxtehude’s music as rhetoric is not to superimpose something 
“extra” upon the music but rather to view it within its proper historical, philosophical and cultural 
context.” Ibid., pp. 17–18. 
116 Ibid., p. 246. 
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used any rhetorical model in particular,117 so Gorman decides to explore the 
correspondence between the formal organization in Buxtehude’s preludes and the 
classical dispositio (arrangement of the discourse) from Quintilian’s Institutio Oratoria: 
Exordium, Narratio, Argumentatio, and Peroratio.118 But hers is not the first comparison 
done under these terms, since Lena Jacobson was the first scholar to interpret 
Buxtehude’s preludes using rhetoric,119 although her approach was different, based on 
Mattheson’s dispositio—or Klangrede, the term he used to discuss the oratory in sound—
as outlined in Der volkommene Capellmeister (1739).120 Gorman chooses not to use this 
treatise as a resource because most of its examples come from vocal pieces,121 and it is 
temporally unrelated to Buxtehude’s repertoire, appearing much later. 
In order to reinforce the formal interpretation of the preludes in terms of musical 
rhetoric, Gorman incorporates the cadence patterns described by Walther in his treatise 
Praecepta der musikalische Composition (1706),122 because “in un-texted music, 
cadences and rests are often the only obvious articulations that can be easily analyzed, 
and good composers used a wide variety of cadences hierarchically to reinforce the 
overall structure of their works.”123 Also, Walther is one of the first theorists to identify 
the motion of the bass as defining the type of cadence, which in combination with the 
voicing, texture, melodic formulas, and cadential pitches as roots of the chords, created 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
117 Ibid. 
118 Ibid., pp. 37, 47. 
119 Lena Jacobson, “Musical Rhetoric in Buxtehude’s Free Organ Works,” in The Organ 
Yearbook, 13 (1982): pp. 60–72. 
120 Gorman (1990), p. 240. 
121 Ibid., p. 37. 
122 Ibid., p. 42. 
123 Ibid., p. 39. 
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the hierarchy that allowed the notion of punctuation in music to exist—a theoretical 
mindset of the time that depended on the diverse degrees of strength and perfection in the 
cadences.124 
Utilizing a combination of observations on form and on the cadential types, 
Gorman designed a table synthesizing her analytical conclusions for each prelude. The 
content of these tables represents the technical source of my study, due to the 
correspondence of the types of cadences to the cadential pitches of the church tones, as 
well as the historical frame given by the study of form in terms of the dispositio. An 
example of the latter is the following table from the analysis of prelude BuxWV 139:125 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
124 Ibid., pp. 42–46.	  
125	  Ibid., p. 196.	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Table 3.1 Results of prelude BuxWV 139 analysis by Sharon Gorman. 
 
A relevant aspect of this table is the description of texture. In contrast with Archbold, the 
labels used by Gorman are more precise, due to the incorporation of other textural types, 
such as sequential or chordal. This modification enriches the thematic study of the fugue 
subjects, for now it is plausible to focus with extra detail on the transcendence of the 
theme and its changes, while creating a connection with the next and final criterion: 
motives, figures and affect. 
 For instance, the example below shows the pitch content of the fugue subject from 
prelude BuxWV 139.126 Via the identification of the invariant pitches, in spite of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
126 Ibid., p. 194. 
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changes of the theme at different points of the music, Gorman extracts a succession of 
essential pitches, similar to a fingerprint, which happens to coincide with the melodic 
analyses of Webber and Porter in terms of the psalm tones. In addition, the reiteration of 
the pitch content in distinct sections that is uncovered by this technique defines a new 
property to add to the discussion about how this music is put together. 
  
 
Ex. 3.2 Fugue theme and its variants in prelude BuxWV 139. 
 
Moreover, Gorman expands the study of motivic relations from within the borders 
of a single prelude to among a group of preludes in the same key. She does so by 
identifying the melodic patterns that recur in every fugue subject or ground bass theme. 
We can see this in the next example, in which the diatonic step relation 5-6 is identified 
as a constant of the preludes in G minor.127 
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  Ibid., p. 173.	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Ex. 3.3 Analysis of motivic relations between fugues theme of preludes in the same key. 
 
The purpose behind this approach is to develop a resource capable of supporting 
the matching of keys with affects, taking into account that during the Baroque a 
consensus about affects in music did not exist.128 Nevertheless, since Gorman seeks to 
explore the relation between music and rhetoric in as many properties of Buxtehude’s 
preludes as possible, she also uses the musical-rhetorical figures of Burmeister, who 
intended to explain how specific melodic patterns function like motivic decoration or 
emphasis, as when an orator diverges from the original speech.129 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
128 Ibid., p. 52. 
129	  Benito V. Rivera and Martin Ruhnke. "Burmeister, Joachim." Grove Music Online. Oxford 
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 Accordingly, Gorman analyzes motives that do not necessarily relate to the theme 
from the fugue or basso ostinato in order to complement the rhetorical reading of the 
formal organization. With this additional information, the intentions within each musical 
event can be assigned a meaning in the discourse that is traceable to their rhetorical 
analogue. Although these observations are present in every analysis, it is important to 
mention that not all the figures are covered, only those that conform to the profile of a 
specific prelude or help to define the affect of a key.   
  Determining the affect according to the key is what links Gorman’s study to 
modal theory, for she asserts that, during the time of Buxtehude, the conception of affect 
responded more to a modal than to a tonal mindset, which developed later along with the 
adoption of well-tempered systems in the eighteenth century.130 Still, she includes an 
interesting discussion of how some eighteenth century theorists might view Buxtehude’s 
praeludia: Johann Mattheson, Christian Friedrich Daniel Schubart (1739–1791), and 
Justin Heinrich Necht (1752–1817). In view of the number and variety of opinions, she 
advocates for the interpretation of affect according to the ‘technical profile’ of the 
composer,131 a task undertaken by Leon Couch III in the analysis of Buxtehude’s organ 
repertoire—among them, the ‘free’ preludes. 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Music Online. Oxford University Press, accessed October 12, 2014, 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/04394.	  
130 Gorman (1990), p. 51. 
131 Ibid., p. 52.	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Leon Couch III 
In order to create a theory appropriate to the presence of affect as well as musica 
poetica in this repertoire, Couch conducts a thorough study of what Buxtehude’s 
rhetorical knowledge could have been; how later treatises viewed his work in rhetorical 
terms (especially Mattheson); and the contributions of modern scholarly efforts. 
Throughout, he emphasizes how the relationship between rhetoric and music is an 
analogy never to be confused with an equivalency.132 But the innovative side of this 
historical survey is the approach, since Couch focuses on the compositional process, 
which he explains via Mattheson’s theory in terms of the musica poetica: Inventio, 
Dispositio, Elaboratio, Affekten, Decoratio, and Pronunciatio.133 
Once the context is clear, he proceeds to the analysis of the chorale preludes 
BuxWV 178, 184, and the ‘free’ prelude BuxWV 140134. First he studies the texts used in 
the chorales to identify the rhetorical elements related to affect; then he looks for 
recurrent musical devices in the text settings in order to compare them to other chorales. 
With the resulting patterns, he identifies a trend that might be relevant to the analysis of 
compositions unattached to a text or cantus firmus.135 
The terminology used in Couch’s analyses is an amalgam of terms found in 
treatises from the seventeenth and eighteenth centuries. In the case of formal 
organization, the labels come directly from Mattheson’s dispositio—Exordium, Narratio, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
132 Couch III (2002), p. 278. 
133 Ibid., pp. 283–87. 
134 These are the principal examples of his technique, for he makes reference amidst his 
comments to other chorale and ‘free’ preludes by Buxtehude. 
135 Couch III (2002), pp. 231–32. 
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Propositio, Confirmatio, Confutatio, and Peroratio—since Couch considers this to be the 
most detailed arrangement, which maintains a correspondence with Marcus Tullius 
Cicero’s (106–43 BC) own dispositio,136 the classical model of rhetoric taught since the 
Renaissance.137 For the analysis of the motivic patterns as figures, Couch uses Bernhard’s 
Figurenlehre, although he recognizes the need to incorporate an earlier source to cover 
the affective, as well as contrapuntal, textural, and harmonic properties of the preludes; a 
reason why he includes Burmeister’s theory too.138 
Even if it has become clear how the “projection of an affect is a primary goal of 
most Baroque music,”139 the complexity of determining the emotional intention and 
response does not diminish. Although Couch is careful enough to concentrate on 
Buxtehude’s personal use of figures in the preludes for organ as the vehicle for 
articulating the affect, he admits the limitations of his analysis, which undermines its use 
in other genres by Buxtehude or other composers of the time.140 Moreover, when he 
traces back the matching of modes with affects, he demonstrates the inappropriateness of 
such an approach, since most of the chorale preludes would thereby be in Dorian—due to 
the distinct levels of transposition—in spite of the dramatic differences between them. 
Therefore Couch concludes, unlike Gorman, that key (or mode) cannot be a clear 
indicator of affect.141  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
136 Ibid., p. 144. 
137	  Ibid., p. 53. 
138 Ibid., p. 251. 
139 Ibid. 
140 Ibid., p. 264. 
141 Ibid., pp. 259–60.	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 Because his analytical scope is framed by motivic patterns and affect, in addition 
to some aspects of modal theory, Couch’s approach is not suited to my research aims. 
However, his study of the figures, as well as his tracing of the germination of the motives 
from a melodic formula like the cantus firmus, complements Porter and Webber’s 
analyses in terms of the psalm tones. 
 
William Porter 
 
William Porter’s article “Psalm-Tone Formulas in Buxtehude’s Free Organ 
Works?” is a response to Murray C. Bradshaw’s book The Origin of the Toccata, in 
which Bradshaw analyzes repertoire by the Gabrielis, Diruta, and Merulo, but excludes 
the north German tradition, for he does not see a continuation of the technique beyond the 
works by Sweelinck and Scheidt.142 On the contrary, Porter traces the usage of motivic 
material from the psalm-tone melodic formulas in the toccata sections of Scheidt as well 
as in Scheidemann’s Magnificats, then through the Magnificat primi toni BuxWV 203 
and 204 by Dietrich Buxtehude, through some examples of Buxtehude’s free works. 
Porter approaches Scheidemann by focusing on the textural as well as the formal 
similarities between his Magnificat VIII toni (WV 66) and the Toccata in G (WV 43), to 
prove that the chief difference between them is the presence of tone VIII in WV 66.143 
Moreover, he explains how the apparent resemblance between these pieces is reflected in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
142 William Porter, “Psalm-Tone Formulas in Buxtehude’s Free Organ Works?” in Douglass, 
Jander, and Owen, Charles Brenton Fisk Organ Builder, vol. 1, Easthampton, MA: The Westfield 
Center for Early Keyboard Studies (1986), p. 162. 
143 Ibid., p. 165. 
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Buxtehude’s repertoire, causing both Bradshaw and Josef Hedar to disregard the presence 
of tone I in BuxWV 203 and 204.144   
Porter demonstrates the motivic usage of psalm tone I in BuxWV 203 via its 
location in the seven sections, divided by texture as well as the contrapuntal layout. 
Unfortunately, the author does not include the complete psalm-tone melodic formula,145 
which results in confusion regarding the interval content within the pitches of the motives 
in the following table.146 
 
     
Table 3.2 Presence of psalm tone I in prelude BuxWV 203. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
144 Ibid. 
145	  For the matching of psalm tones and keyboard pieces, Porter uses the canticles in Cantica 
Sacra (1588) by Franz Eler because he is convinced that this version was in common use during 
Buxtehude’s time. Ibid., p. 170. 
146 Ibid., p. 166. 
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The musical examples aim to clarify the intervallic content of the motives (see Ex. 
3.4), but they do not indicate a strict pitch correspondence to the psalm tone excerpts 
shown in the previous table. Most of them have chromatic alterations that, at times, 
modify the function of the motive. For instance, the chromaticism applied to the original 
‘second incipit’ formula in Section III (ex. 10-6) delineates a sequence where, in classic 
tonal terms, the C#3 and G#3 are leading tones of the next chords: respectively D minor 
and A minor. On the other hand, the G# instead of the G in the last motive of Section II 
(ex. 10-5) might not affect the correspondence to the psalm tone due to their role as part 
of a cadential formula.147  
 
 
 
Ex. 3.4 Excerpts from sections II and III of prelude BuxWV 203, and the presence of 
psalm tone I. 	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  Ibid., pp. 167–8. 
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A different situation occurs in Porter’s remaining analyses: the Toccata BuxWV 
156, and the Praeludia BuxWV 141, 145, and 136. He states that the four pieces are based 
on psalm tone V because their fugue themes, like the motives in the free sections, have 
the same melodic layout as the canticle.148 In order to prove this, Porter includes the 
complete melodic formula of psalm tone V and compares it with the first fugue and 
second fugue subjects of BuxWV 156, then with the ending of a free section from the 
same prelude, concluding with the analogous material in BuxWV 141. The remaining 
preludes, BuxWV 145 and 136, are mentioned as pieces where psalm tone V might 
possibly be the source of their melodic material.  
 Among the contributions of this essay are the approach to seventeenth-century 
keyboard music in terms of a historical system like the psalm tones, but with enough 
flexibility to conceive the matching of the melodic formulas with pieces in different 
keys—BuxWV 156 is in F, BuxWV 141 in E, BuxWV 145 in F, and BuxWV 136 in C, 
and are all related to psalm tone V, which traditionally corresponds only to C. Porter also 
determines motivic relation via contour instead of ordered intervals. Besides, his 
comparison between the “free” keyboard compositions and the Magnificat opens the 
possibility of investigating the ecclesiastical origin of the toccatas, which is especially 
helpful in the study of a repertoire like Buxtehude’s due to the small amount of other 
information about its context.  
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Geoffrey Webber 
In his article “Modes and tones in Buxtehude’s organ works,” Geoffrey Webber 
explores Porter’s implication regarding the liturgical origin of the free organ preludes by 
refuting the contrary idea of their autonomous, development as a genre.149 Yet, unlike 
Porter, Webber does not exclusively study the melodic content of the preludes in terms of 
the psalm-tones, for his observations involve other properties such as cadential points and 
affect.  
The theoretical system whose criteria include most of these aspects is the church-
tones, except for the affective content in the music. Webber deals with this situation by 
expanding his scope to include modal theory,150 viewed from a perspective similar to Joel 
Lester’s, who interprets both the church tones and affects as part of the concept of 
mode.151 But an analysis in these terms requires the assumption of equivalence between 
modes and tones, which Webber finds in the 12-mode system described by Conrad 
Matthaei (1619–1667) in his treatise Bericht von den Modis Musicis (1652). Additionally, 
Webber complements Matthaei’s writings about modes and affect with Christoph 
Bernhard’s statements in Tractatus compositionis augmentatus (c. 1657);152 so that, with 
both of these sources, the theoretical basis of the modal analysis is contemporary to 
Buxtehude. 
Before starting his review of the preludes, Webber explains the relevance of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
149 Geoffrey Webber, “Modes and tones in Buxtehude’s organ works,” in Early Music, Oxford 
University Press (2007), pp. 367–68. 
150 Ibid., p. 356. 
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  Lester (1989), p. 79. 
152 Webber (2007), p. 355. 
	   
76 
modal theory in Lutheran worship via the continuing relationship of the chorales with 
plainchant.153 German theorists like Matthaei and Bernhard use chorale settings by 
Buxtehude in their examples of the modes, so Webber begins his modal analysis of 
pitches in the melodies of chorales such as BuxWV 212, 213, and 214. Later, he focuses 
on the relevance of the affects for performers who wish to develop their interpretation in 
accordance with the modes, as a manner of distinguishing from a classic tonal 
performance.154  
Through his analysis in terms of Matthaei and Bernhard’s theory of the affects, 
Webber differentiates the character of chorales like Ein feste Burg (BuxWV 184, 
authentic Ionian mode) and In dulci jubilo (BuxWV 197, plagal Ionian mode)—based 
also on the level of transposition of the latter (G) as well as the an internal Phrygian 
cadence. However, unlike in these examples, Webber admits the need of a more technical 
approach when analyzing Buxtehude’s ‘free’ organ works, a reason for emphasizing the 
use of the church tones over any other aspect of modal theory, without neglecting the 
influence of the other properties, as we can see from his conclusions: Praeludia BuxWV 
137 and 138 match tone V/Ionian mode, while BuxWV 145 and 144 match tone 
V/Lydian mode; BuxWV 140 corresponds to tone VII/Mixolydian mode; and BuxWV 
152 to tone IV/Phrygian mode.155 
Although Webber’s observations include cadential pitches and the presence of a 
reciting tone as part of his criteria—proper to any analysis based on the church tones—	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
153 Ibid., p. 356. 
154	  Ibid.	  
155 Ibid., pp. 357, 359, 361, 363. 
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his decisions are still predicated on the motivic presence of the melodic formulas in the 
fugue themes as well as the division of the octave according to the modes, not the church 
tones, a distinction drawn by Banchieri in Cartella Musicale. For instance, in the analysis 
of the following excerpt from prelude BuxWV 137 in C, Webber matches the opening C 
major arpeggio with the Intuonatione of a transposed tone V, shown in Ex. 4.5, and 
continues by reading F#3 and G#3 as the pitches that emphasize two of the most 
prominent pitches in the melodic formula of tone V (G, the reciting tone, and A).156 
 
 
Ex. 3.5 Psalm tone V, transposed by a descending fourth, and the fugue theme in prelude 
BuxWV 137. 
 
Some of his observations coincide with my conclusions (e.g. we both interpret 
prelude BuxWV 152 as an example of tone 4); however, the fact that his results are 
founded on a motivic comparison, plus the inclusion of the affects as part of the 
theoretical approach, yields a type of analysis with closer ties to modal theory. On the 	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  Ibid., p. 357.	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contrary, my approach focuses on the pitch content instead of the motivic features of the 
preludes, which aligns it more closely with the criteria of the church-tones system.    
Proceeding from the previous analyses of Buxtehude’s preludes, my own analysis 
seeks to complement Gorman’s rhetorical and historical approach, since her observations 
regarding form, cadences, and melodic content fit the criteria of the church tones as well. 
However, technically speaking, the psalm tone studies by William Porter and Geoffrey 
Webber precede the employment of the church tones system, by referring to a system 
contemporary to Buxtehude while concentrating on the pitch content of the fugue themes. 
Still, both of them use as a cornerstone the psalm-tone melodic formulas, which I 
consider to be incompatible with the nature of the preludes, since Kircher and 
Mattheson’s definitions of the Stylus Phantasticus coincide in citing the quest for 
thematic freedom through improvisation, which would be inhibited by adherence to the 
formulas.  
This does not exclude the existence of any guidelines that could organize the 
musical content, so the employment of a less-constrictive system like the church tones 
becomes appropriate, for its criteria comprise the presence, location, and interaction 
between certain pitches within a piece—not the stricter tracing of motivic material, 
although Porter and Webber’s studies do point to melodic properties of the preludes that 
could be considered as quoting the psalm tones, without fully implicating the system. 
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Chapter Four 
ANALYTICAL OBSERVATIONS 
 
While it is possible to analyze all the pieces by Buxtehude entitled Praeludia in 
terms of common practice tonality, some of their organizational features still relate to 
modal polyphonic counterpoint making the tonal interpretation not fully satisfactory. 
Judd recognizes this as a common situation in early music analysis, when specific 
moments in the music are referred to as ‘eccentricities’ because their description does not 
fit classical standards,157 as they might be related to another historical system. 
Since an abundance of historical systems of polyphonic modal theory coexisted 
during the time when Buxtehude wrote the preludes,158 it is logical to consider the 
possibility that one of them, the structure of the church tones, could have been one of the 
compositional techniques used by Buxtehude while improvising—or composing in a style 
that would generate the illusion of improvisation. 
In accordance with the correspondences drawn by Harold Powers in his essay 
“From Psalmody to Tonality,” between Mattheson’s 24 tonalities and the traditional 8 
church tones, the preludes using a major [ut] tonality159 (BuxWV 136, 137, 138, 139, 
141, 144, 145, 147, 151 and 162) could correspond to tones 5, 6, 7 and 8. 160 Whereas 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
157 Judd (1998), p. 8. 
158 Dodds in “Tonal Types” (p. 369) lists the coexisting systems around 1700: eight modes, 
twelve modes, church keys (or tones), and major-minor tonality. 
159 Judd (1992), pp. 437–38. 
160 Adriano Banchieri describes tone 7 with a minor modal triad and mollis. Powers traces the 
shift from minor to major modal triad by adding the two sharps of the seventh tone’s criteria in 
Nivers’s treatise Traité de la composition (Paris, 1667). The data is part of the diagram 
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those based on a minor [re] tonality (BuxWV 140, 142, 143, 146, 148, 149, 150, 153 and 
163) could correspond to tones 1, 2, 3, and tone 4, only in the case of BuxWV 152 due to 
its match with the minor [mi] tonality.161 Yet the features of the preludes that best fit the 
criteria of the church tones prove another, independent correspondence between key and 
church tone, such that the level of transposition is arbitrary—unlike in polyphonic modal 
theory, where the levels of transposition are fixed in order to keep the correlation with the 
choir. 
As a model for analysis I chose prelude BuxWV 152, because of its ambiguous 
tonal implications. Archbold describes the prelude as being in A minor with a ‘strongly 
modal character (Phrygian)’.162 This partially coincides with Gorman’s observations, 
since she actually considers the prelude to be in Phrygian mode.163 However, in the latest 
publication of Buxtehude’s Free Organ Works by Claudia Schumacher (2012), prelude 
BuxWV 152 appears as Quarti toni with a finale on E. The reasons behind this 
controversy lie on the structural relations that fall outside of a classic tonal perspective, 
these being the structural cadential pitches and the arrangement of the fugal entrances.  
The prelude has a four-section formal structure, described by Gorman as 
Exordium (mm. 1–18), Narratio (mm. 18–44), Confirmatio (mm. 44–71) and Peroratio 
(mm. 71–77).164 In harmonic tonal terms, the opening section is a prolongation of E 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
representing the path ‘from polyphonic/organ psalmody to major/minor tonalities’ (table 6, p. 305 
in “From psalmody to Tonality”, Powers).  
161 Powers (1998), pp. 278–79.  
162 Archbold (1981), p. 83. 
163 Gorman (1990), pp. 174–178. 
164 According to Quintilian’s Dispositio (arrangement of the sections), during the Exordium 
(beginning) the orator grabs the audience’s attention in order to present an argument or events. 
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major with an intermediate cadence in A minor (m. 8), continuing on to a Phrygian 
cadence at mm.15–16 (see Ex. 4.1).165 The descending second in the bass line, from F3 to 
E3, and the ascending second in the part of the alto, from D4 to E4 through a chromatic 
passing tone, are the contrapuntal motions that define this cadence, although it could also 
be interpreted as a progression from dominant to tonic and back to dominant in the key of 
A minor that closes via a half cadence in m. 18. This occurs amidst changes of texture 
that begin with a monophonic cantus (mm. 1–3), followed by a polyphonic segment in 
which the tension increases every four measures due to the changing interaction of the 
voices, from imitative to contrapuntal until the last three measures, where the cantus and 
the tenor gradually unfold the third and fifth of an E major triad over an E pedal tone.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Then, in the Narratio (story), the orator defines the argument or events, so in the Confirmatio 
(confirmation) the argument is sustained by further proofs. Finally, the Peroratio (epilogue) is the 
last opportunity of the orator to convince the audience to favor his/her point of view concerning 
the argument. Ibid., p. 178 
165	  Ibid. 
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Ex. 4.1 Prelude BuxWV 152, mm. 14–22. 
 
However, if we listen to the Narratio and Confirmatio as a single section, since 
they are unified by the fugal texture, then it becomes plausible to interpret the harmonic 
relation between the keys as an amplification of the harmonic motion in the Exordium. 
The Narratio—or first fugue—begins with a subject in E minor (mm. 18–20) but 
modulates to A minor (mm. 38–44) by way of pivot phrase in C major (mm. 31–36), 
although the shift to C major is actually confirmed via the presentation of the answer in G 
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major. After establishing A minor through a perfect authentic cadence and a Picardy third 
(mm. 43–4), the answer of the first fugue initiates the new section in triple meter, creating 
a sense of continuity, for it maintains the key of the “framing chord”—like the start of the 
first fugue—until m. 63, where the return of the Exordium’s key marks the beginning of 
the closure that ends with an E major triad in m. 71.  
Without the certainty of the first and last sections’ endings being either a perfect 
cadence or half cadence, or an awareness of the compositional reason why the intervallic 
distance between the keys of the subject and answer is inverted, a classic tonal reading 
does not work. But if we approach the intervallic relation between the keys in terms of 
the church tones, then E corresponds to the Finale, C to the Mezana and A to the reciting 
tone (RT) and/or Indifferente—three of the cadential pitches needed to define the church 
tone of a piece. Also, the distance of a fourth between the subject and answer matches the 
characteristic Diatessaron of the plagal octave species (see Ex. 4.2 (b)). 
Geoffrey Webber, in his article “Modes and tones in Buxtehude’s organ works,” 
arrives at similar conclusions through a different route. He relates the outline of the 
subject—the descending fifth from B4 to E4—to the ending of psalm tone four and 
explains the structural cadences E-A-E as an inheritance of the Phrygian mode.166 On the 
other hand, according to my analysis, the melodic line of the subject’s head (B4–E4) 
matches the orientation of the octave and modo di fugare of tone four, while the tail (E5–
A4) includes a change of register that descends until the reciting tone (RT). Such a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
166 “Buxtehude appears to have selected two of the repeating final formulas present in the 
melody, the Praeludium fugue subject (BuxWV 152) being based on the falling 5th outline 
familiar in tone IV” Webber (2007), pp. 363, 367. 
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division is confirmed by the real answer, the reiteration in the line of the tenor, and the 
divergence that follows the presentation of the RT—or transposition of the RT at the end 
of the answer. 
 
(a) 
 
(b) 
 
 
 
 
Ex. 4.2 (a) Psalm Tone four, Cartella musicale (p. 71)167; (b) Subject and answer of the 
fugue in prelude BuxWV 152, mm. 18–21. 
 
The analysis of the model-prelude—BuxWV 152—demonstrates the effectiveness 
of church-tonal criteria defined by the structural cadences as well as the direction, 
contour and presence of the RT in the subject. Through this analytical filter it becomes 
possible to identify the preludes that present a clear match with one of the church tones:    
• Tone one: BuxWV 142 
• Tone two: BuxWV 148 
• Tone three: BuxWV 153 
• Tone four: BuxWV 152 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
167 Dodds, “The Baroque Church Tones” (1998), p. 9.	  
	  RT	  
	   
85 
• Tone five: BuxWV 141 
• Tone six: BuxWV 144 
• Tone seven: BuxWV 163 
• Tone eight: BuxWV 137, 147 and 162 
However, this does not mean that the ten remaining preludes share no connection with 
the church tones. On the contrary, the lack of a clear-cut association signifies multiple 
interpretations of their content via more than one church tone or else the absence of a 
component of the criteria.  
Let us begin with prelude BuxWV 142. According to Gorman, part of its 
uniqueness resides in the defined boundaries of its numerous sections: Exordium (mm. 1–
16, cadence on E), Narratio (mm. 17–47, cadence on E), first Confirmatio (mm. 47–100, 
cadence on B), secondary Exordium (mm. 101–113, cadence on B), second Confirmatio 
(mm. 114–127, cadence on A), internal Peroratio (mm. 127–151, cadence on A) and 
structural Peroratio (mm. 152–155, cadence on E).168  
Among the cadences on this list, the endings on A do not have the same defining 
quality as those on E and B.169 Then, only the Mezana and Finale remain in the matching 
process, which is insufficient since each of the eight tones locates the fifth from the 
Finale as the Mezana. G, the Indifferente in tone 1, has no presence as a cadential pitch in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
168 Gorman (1990), pp. 113, 119. 
169 Paul Collins illustrates this point via an excerpt from Weckmann’s Preambulum Primi Toni a 
5, calling it an emphasis on the subdominant, a property of the style also noticed by Willi Apel. 
See Collins (2005), p.114. 
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the prelude.170 Still, the combination of the cadential pitch data with the melodic and 
intervallic design of the fugue’s theme (mm. 17–18) opens the possibility of relating the 
prelude to one of the church tones. 
From the opening of the fugue’s subject one can read the direction of the thematic 
material (see Ex. 4.3). The leap of an ascending fifth, from E4–B4, is immediately filled 
in by a descending ornamented scale, after which the initial pitch, E4, changes register to 
E5. Up to this point, the contour traced by the arrival points of the leaps marks the 
authentic division of the octave (Diapente plus Diatessaron): E-B-E. Next comes a 
chromatic ascending line that arrives at B4, which in addition to the pitches of the 
structural cadences, the direction of the subject, and even the partition of the octave, turns 
out to be the RT of tone 1. 
There is one further issue concerning the entrances of the first fugue. Even if the 
combination of the soprano’s subject with the alto’s answer (mm. 17–20) defines a closed 
progression within E minor, the interior harmonies show motion proper to a modulating 
theme. First, as part of the subject there is harmonic motion from E minor to possibly B 
major—in tonal terms, from tonic to dominant—, which later returns momentously to the 
tonic, now in the answer.  
Then, instead of continuing to the dominant because of the modulating theme, the 
music moves to the subdominant (A minor) in order to reach the dominant before arriving 
to the tonic in the first beat of m. 20—the sense of closure is strengthened by the scalar 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
170	  The cadential pitch G does appear but as a tonicization in the Narratio (m. 34), a modulation 
in one of the passages of the highly chromatic Confirmatio (mm. 82–89) and in the middle of the 
internal Peroratio as an extended pedal note (mm. 135–137). 
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descent in the countersubject from C5 to G4, although there is a degree of ambiguity, 
since the last E minor triad could be thought of as the dominant of A minor. The 
existence of this progression can be confirmed by examining the remaining two entrances 
of the exposition (mm. 20–23), where amidst the repetitions of the themes, a B major 
chord corroborates the presence of the dominant in the third beat of m. 21, while the G#3 
in the first beat of the next measure emphasizes the subdominant at the head of the 
answer’s theme.    
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Ex. 4.3 Exposition of the fugue in prelude BuxWV 142, mm. 17–23. 
 
During the last part of this analysis I complemented the church tone observations 
with descriptions in terms of classical harmonic syntax as a manner of showing how the 
	  RT	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detection of common traits between the two analytical systems can help in understanding 
the presentation and content of the music. In addition, this helps the description of 
moments when the texture and the harmony do not change together, like the transition 
from the second Confirmatio to the internal Peroratio (m. 127). 
As mentioned above, Gorman’s interpretation of the form of prelude BuxWV 142 
is as a series of clear-cut segmentations: “what distinguishes this piece from others is the 
straightforward arrangement and clear definition between sections; there are full primaria 
perfectissima cadences [the cadence ends on the Finale cadential pitch with a previous 
bass movement of an ascending fourth or descending fifth] after the Exordium and 
Narratio, and strong secundaria cadences [the cadence ends on the Mezana cadential 
pitch with a bass movement contrary to the perfectissima: a descending fourth or an 
ascending fifth] after the first Confirmatio section and the affective section that follows 
it,” the internal Peroratio.171 However, whereas here at the beginning of her analytical 
observations she focuses on the cadences, later, in comments related to the path from the 
second Confirmatio to its internal Peroratio, she only mentions a change from imitations 
to sequential motives, without giving any specific examples.172  
A harmonic review of the excerpt in example 4.4, at the boundary between the 
Confirmatio and the internal Peroratio, demonstrates how this sectional ending is not a 
clear-cut segmentation. There is a displacement between segmentation of texture and 
harmony that originates during the tonicization of A minor (second beat, m. 127), when 
the triad closes the Confirmatio but also begins the internal Peroratio because it is part of 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
171 Gorman (1990), p.113. 
172	  Ibid., p.118. 
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the progression to C major in the third beat of m. 128, where the shift from a contrapuntal 
to a more chordal, homophonic texture settles in.  
 
Ex. 4.4 Prelude BuxWV 142 mm. 126–128. 
 
This review of prelude BuxWV 142 exposes the strengths and weaknesses of 
some components of my criteria, since the intervallic distance of a fourth between the 
subject and answer, as well as between the last two structural pitches of a piece, might 
appear either in authentic or plagal compositions. Two further examples of this are 
BuxWV 144 and BuxWV 153. 
In the case of prelude BuxWV 153, the match with tone 3 on A is feasible 
because of the cadential pitches on A as the Principiante/Finale in the Exordium (mm. 1–
21), internal Peroratio (mm. 64–67), Amplificatio (mm. 94–104) and Peroratio (mm. 
105–124), and on C as the Indifferente, in the Confirmatio (mm. 67–94).173 The missing 
cadential pitch, the Mezana (E), sounds as the pedal note that confirms A as the 
Principiante, which opens the possibility of considering the function of the cadential 
pitches as versatile, used in different contexts but with the same structural effect.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
173 Ibid., p. 187.	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As previously discussed, the similarities between tone 3 and tone 4 represent a 
problem, especially if the piece is in the original key of the tone (A). Several 
characteristics of BuxWV 153 exemplify this issue, since the cadence on D in the 
Narratio (mm. 21–64) denotes the second Mezana of tone 4, just like the downward 
motion from E5 to G#3 in the first fugue subject. Yet, the outline of this theme has an 
upward motion accentuated by the initial leap of a fifth (A4-E5) and the closing leap of a 
sixth (G#4-E5) before the descending conjunct motion toward C5, the RT of tone 3, not 
4. Such an ending is confirmed by the answer as it terminates on the third above D, the 
‘key’ of the answer, while the rest of the voices diverge after reaching the RT or the 
analogous pitch. Even when the theme of the answer is inverted, the ending remains 
constant in the theme (see Ex. 4.5).  
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Ex. 4.5 Subject and answer of prelude BuxWV 153, mm. 21–32.   
 
Prelude BuxWV 144 is one of the few preludes that coincide with the relation 
drawn by Powers between the theoretical principles of Banchieri’s church tones and 
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Mattheson’s 24 keys—matching tone 6 with F major. The structural cadences of BuxWV 
144 involve the Mezana (C) as well as the Finale (F)—same framing pitches as 
BuxWV142—of tone 6, although in this case Gorman’s rhetorical description of the form 
does not show this structure since there is no cadence on C ending any of the sections. 
The cadences that define the Exordium (mm. 1–17), Confirmatio (mm. 18–47) and 
Peroratio (mm. 47–54) end on F,174 but if we take into account the internal divisions, 
then a modulation to C after the exposition of the fugue (m. 27–46) establishes C as a 
structural pitch though not framing a section. Besides, this is one of the shortest preludes 
by Buxtehude, so the fact that the music relating to the Mezana covers approximately 
35% of the content of the prelude, grants to the pitch a special position in the 
interpretation of the structure. 
Next, in the exposition of the fugue (mm. 18–26) the entrances are arranged in a 
plagal order, which is confirmed by the harmonization of the subject in the tenor and the 
answer in the bass. However, the direction of the subject in the cantus is counterintuitive 
because, according to the nature of tone 6, it should go downwards. Instead, the melodic 
contour shows a conjunct ascending line from F4 to C5, the same intervallic distance that 
defined the division of the octave in Diatessaron and Diapente from the head of the 
subject (m. 18). The RT (A) has a weak presence both in the design of the subject and as 
a structural pitch. Nonetheless, A4 in the countersubject of the cantus (mm. 20–22) and 
A3 in the tenor (mm. 24–26) prolong the third of the chord that closes each entrance pair 
and, eventually, the exposition. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
174 Gorman (1990), pp. 128, 133. 
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Ex. 4.6 Excerpt from prelude BuxWV 144, mm. 18–26. 
  
So far, the process of comparing the content of the preludes with the properties of 
the church tones has revealed a hierarchy within the criteria. If one were to list and 
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prioritize the methodology, the starting point would be the identification of the structural 
and internal cadences, followed by the study of the modulations—if any—after which a 
thorough review of the subject and answer of the fugue, including both the direction of 
the subject and the intervallic relation between subject and answer, confirms the church 
tone relation. Yet, as no prelude is identical to any other, the order of these steps cannot 
apply to all of the preludes as a strict rule, for sometimes the structural cadential pitches 
need confirmation from the melodic content of the subject and vice versa—especially if 
the direction of the theme of the subject is dubious or contradicts the information of the 
melodic contour. Therefore, a fixed and general hierarchy does not exist but a local one, 
within a prelude, is a constant. 
 For example, let us go through prelude BuxWV 137. Along with BuxWV 152, 
this organ piece is a good example of matching with the church tones—in this case being 
tone 8. In a similar way to prelude BuxWV 144, the structural cadences of the five 
sections—Exordium (mm. 1–36), Narratio (mm. 36–67), internal or secondary Exordium 
(mm. 68–75), Confirmatio (mm. 75–99) and Peroratio (mm. 99–102)175—end on C, so 
this description of the structural cadential pitches has left out the two Mezana, G and F, 
the characteristic pitches of tone 8 among the major [ut] tonalities. 
 The first Mezana on G, denotes an internal division of the fugue; strengthened by 
a drastic change of texture in the anacrusis of the last beat of m. 49. Now the subject in 
the tenor opens the second section of the fugue with entrances in the other voices as if it 
were a second exposition. However, instead of establishing the Finale as in the first time 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
175	  Gorman (1990), p. 82.	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(pitch C in m. 43), the first Mezana sounds as part of a strong arrival that defines the 
modulating tendency begun in mm. 46–47. 
 Contrary to the first Mezana, the second one on F is more discreet, for it only 
occurs during brief tonicizations (mm. 80–81, mm. 89) and the ending of the Peroratio—
which is not a novelty except for its preparation via the tonicizations. Perhaps the 
‘subdominant’ ending yields more meanings than a common closing in the style, since it 
is the same pitch as the RT—the one that is absent just as is the Indifferente—and the 
interval that it forms with the Finale happens in other passages of the prelude, for 
example the sequential passages of the Exordium (mm. 12–17) and the conjunct descent 
from C5 to G4 of the subject’s outline (mm. 36–38). Even more importantly, the motives 
of the starting homophonic part already expose a plagal partition of the octave. 
(a) 
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(b) 
 
(c) 
 
Ex. 4.7 (a) Excerpt from prelude BuxWV 137, mm. 1–18; (b) excerpt from mm. 34–43; 
(c) excerpt from mm. 48–57.176 
 
An exception to the use of the Diatessaron in the Peroratio is prelude BuxWV 
148, where the last harmonic movement goes from B♭ to G (mm. 125–143). This type 
of subtler ending by third, in combination with half of the structural cadences being on 
D—the Narratio (mm. 21–51), Confirmatio (mm.58–80) and internal Peroratio (mm. 
80–112)177—evidences the structural cadential pitches of tone 2, in which G is the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
176 Dietrich Buxtehude, Sämtliche Orgelwerke. Prepared by Klaus Beckmann, Band I, Freie 
Orgelwerke. Wiesbaden: Breitkopf & Härtel, (1971), pp. 7–9. 
177	  Gorman (1990), p. 161.	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Finale, B♭ the Indifferente, and D the Mezana. However, it is problematic to confirm 
the matching of the prelude with church tone 2 via the properties of the fugue due to its 
design. 
 
 
Ex. 4.8 Excerpt from prelude BuxWV 148, mm. 21–31. 
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The subject begins and ends on D4 (mm. 21–24), although the thematic line 
alternates between upward and downward motion solely in leaps, reaching an F#3 in the 
bottom and E♭4 at the top, which in relation to the framing pitch is a long-range upper 
neighbor note. It is interesting to notice the adjustments in the answer, for there is another 
upper neighbor note (A4) that returns to the thematic framing pitch (G4), but its location, 
unlike in the subject, is closer to the starting pitch than to the closing pitch. On the other 
hand, what the four fugue entrances keep in common is the presentation based on leaps, 
the change of rhythm once the line reaches the RT (B♭ in the subject and F in the 
answer), and the correspondence between D and G as part of a tonal answer. Therefore, 
tone 2 is present despite an unclear direction of the theme and an authentic relation 
between the subject and answer. 
 Next, prelude BuxWV 141 offers one of the most complex formal designs found 
in all of Buxtehude’s free preludes for organ. Gorman divides the sections in seven parts, 
depending on the texture being either free, fugal or sequential,178 but it is possible to view 
the sections synthetically in broader categories based on shared motivic material. As in 
all the cases discussed so far, the prelude begins with an Exordium (mm. 1–12), which in 
this case establishes E as the Principiante and Finale in terms of tone 5. Then, the first 
section continues with the Confirmatio (mm. 13–50) or first fugue, which progresses to 
the Finale (m. 50), before the internal Peroratio closes the section with two passages of 
contrasting textures. The first passage is freely composed (mm. 51–59), whereas the 
second is sequential (mm. 60–75), both of them ending on B (mm. 59, 75), the Mezana. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
178 Ibid., p. 203.	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 The two later divisions of the form follow the earlier described combinations of 
Confirmatio and Peroratio, respectively. The second Confirmatio (mm. 75–86) is a gigue 
fugue with an Adagio as internal Peroratio (mm. 87–90) that ends on the Mezana (B), 
while the third Confirmatio (mm. 91–104) and last Peroratio (mm. 104–110) are a 
remembrance of the first fugue,179 also ending on the Finale (E). 
 With the lack of the Indifferente (G#) as a cadential pitch, the information 
provided by the content of the fugue here helps to clarify the melodic aspects of the 
prelude that match tone 5 (see Ex. 4.9). The sequence of the four entrances in the 
exposition (mm. 13–23) presents a typical authentic ordering between entrances of a 
subject and its tonal answer. The direction and division of the octave appear in the head 
of the subject and answer, where in both cases the melodic line ascends, until it reaches E 
in the case of the subject (Diatessaron) and B in the answer (Diapente).  
Besides, the upward motion of the head and adjustment of the framing pitches are 
the only features that remain in the entrances of the tenor and the bass, for after the 
descending 16th-note motive arrives to G# in the case of the subject, and C# in the 
answer, the lines diverge to both reach E. Also, there is no presence of the RT in the 
fugue but it is the same pitch as the Mezana, which confirms the idea of having the 
pitches in different points of the prelude performing distinct roles in the structure of the 
piece.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
179	  Ibid., p. 201.	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Ex. 4.9 Excerpt from prelude BuxWV 141, mm. 13–23. 
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 The last prelude analyzed here is the manualiter BuxWV 163 in tone 7 on G. 
Gorman does not include this prelude in her dissertation because her study focuses on the 
free pedaliter praeludia. Nevertheless, by following her use of Quintilian’s dispositio, we 
can interpret the six main sections of the form as Exordium (mm. 1–9), Narratio (mm. 
10–43), Confirmatio (mm. 44–86), Argumentatio (mm. 87–112), second Confirmatio 
(mm. 113–154) and Peroratio (mm. 147–154)—the last two being an amplificatio of the 
Narratio. 
The first three sections have clear-defined endings, unlike the last three where the 
endings are elided (mm. 112, 147) and give the impression of creating an independent 
half, made instead of an Exordium, Confirmatio, and Peroratio. Yet, the section within 
mm. 87–112 does not have the same introductory qualities as the initial Exordium, for it 
consists of a dialogue between motives that come from the thematic material of the 
Narratio and are inherited by the last fugal section of the piece. It is a transition made of 
answers and questions expressed via abrupt interruptions of the phrases, as well as 
sequential repetitions of rhythmic cells. 
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Ex. 4.10 Excerpt from prelude BuxWV 163, mm. 87–113.180 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
180 Buxtehude (1971), pp. 148–9.	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Having said this, the identification of this prelude’s cadential pitches shows a 
polarity already present in earlier examples, since the Finale (G) delimits the fugal 
sections and Peroratio, while the Mezana (D) ends the Exordium as well as the 
Argumentatio. One can see the Indifferente (B♭) in example 4.8, framing the internal 
division of the Argumentatio from mm. 93–97, or as the immediate transposition of the 
subject once the exposition of the first fugue is done (mm. 19–22). 
Up to this point, texture has played a major role in defining the rhetorical 
description of the form, yet it is interesting to notice how concentrating on texture fails to 
reveal important properties of this prelude like the use of compound meter in the first 
fugue, a trait uncommon in the rest of the studied pieces. Additionally, the entrances of 
the fugue present an unusual sequence because, instead of having the fourth entrance as a 
tonal answer in the bass, Buxtehude writes an imitation of the subject an octave lower—
probably due to the arrival to E♭ major in the place of G minor during the closure of the 
cantus’s part (m. 13)—but makes sure to conclude the exposition with a second answer in 
the alto (mm. 15). 
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Ex. 4.11 Excerpt from prelude BuxWV 163, mm. 10–16. 
 
Finally, the melodic contour of the subject shows an ascending and descending 
line from G3 to D3 with an emphasis on C3. Such ambivalence actually provides the 
necessary information to confirm the matching of the prelude with tone 7, since the 
intervallic distance and direction from G to D resembles to the Diapente of the seventh 
church tone, while C matches its RT. Besides, the Repercussio (intervallic distance 
between RT and F) repeats in the subject and answer regardless of the level of 
transposition. 
The foregoing analyses of the most accurate matches between Buxtehude’s organ 
preludes and the church tones yield solid criteria from which it is possible to examine the 
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remaining pieces. These compositions present characteristics that either belong to more 
than one church tone, or their properties are not clear enough to complete the comparison. 
For instance, the analysis above of prelude BuxWV 148 shows a subject in the first fugue 
that starts and ends on the same pitch, a thematic design shared by the subjects of 
preludes BuxWV 146 and 147. 
 
(a) 
 
(b) 
 
 
 
(c) 
 
 
 
Ex. 4.12 (a) Subject of the first fugue, prelude BuxWV 148, mm. 21–24; (b) subject of 
the first fugue, prelude BuxWV 147, mm. 26–29; (c) subject of the first fugue, prelude 
BuxWV 146, mm. 29–31. 
 
The three subjects in example 4.12 present a concave melodic outline. Their 
framing pitches are a fifth apart from the Finale with a long-range upper neighbor note, 
which represents the RT in BuxWV 146 and 147 if the preludes are interpreted as tone 
1—a decision made regardless of the direction of the subjects. In the case of the former 
(tone 1 on F#) the analysis is not affected, since the Indifferente (A) marks the only 
modulation in the piece (mm. 59–69), while the Finale (F#) and Mezana (C#) define the 
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last cadences on each section: Exordium (mm. 1–29, on F#), Narratio (mm. 29–50, on 
F#), Confirmatio (mm. 50–57, on C#), internal Peroratio (mm. 57–78, on F#) and 
Peroratio (mm. 78–129, on F#).181 
Unlike BuxWV 146 and 148, however, the properties of prelude BuxWV 147 are 
insufficient for relating the piece to a specific church tone. Its reduced extension of 71 
measures is divided into Exordium (mm. 1–24, on D), Confirmatio (mm. 25–65, on G) 
and Peroratio (mm. 65–70, on G), which is not a surprise if we were to find the missing 
pitch—most likely the Indifferente (B) of tone 1—in the middle of a modulating process. 
Yet this is not the case, for there is no presence of the Indifferente either as a modulating 
“key” or as a pitch limiting the thematic material in the subject. Instead, one experiences 
an emphasis on D in the subject and C at the Peroratio, both of which fulfill the criteria 
of tone 8, considering the initial descending fifth between D5 and G4 as the defining 
direction. 
An alternative reading would describe D as the RT and Mezana of the prelude in 
tone 1 on G, making the harmonic motion from C to G in the Peroratio part of the 
stylistic properties that are not related to the main cadential points of the piece, as well as 
giving priority to the ascending motion from G4 to D5 during the closure of the subject. 
So, this conclusion is possible in spite of the missing Indifferente because of the 
confirmation via the subject’s melodic data, which is not a defined property in terms of 
the church tones. As a consequence, the description of the prelude in terms of a single 
church tone yields unclear results. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
181 Gorman (1990), p. 209. 
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Likewise, the subjects in preludes BuxWV 136 and 162 present a curved shape, 
which leaves the final step of the matching process to the cadential pitches. The cadences 
from the borders of the sections in BuxWV 136 correspond to each of the cadential 
pitches in tone 5—Finale (C), Mezana (G) and Indifferente (E)—although E functions as 
the dominant of A minor, which confirms the importance of the pitch over its classic 
tonal function. Yet the direction of the Repercussio (from G4 to C4) does not aid to 
clarify the fifth as the Diapente of a plagal or authentic tone. 
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Ex. 4.13 Excerpt from Prelude BuxWV 136, mm. 13–26. 
 
A similar case is manualiter prelude BuxWV 162 on G, where the emphasis on B 
as the last pitch of the subject and root of the only section that does not end on G (m. 50), 
strongly suggests the presence of tone 6—D, the Mezana, happens as a modulation in 
mm. 27–32. Still, the interval and direction of the subject’s outline have multiple 
interpretations, either as a descending fifth from D5 to G4, a descending fifth with a final 
ascending third from G4 to B4, or even a prolongation of D5 that ends through a 
descending third to B4. 
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Ex. 4.14 Subject of the first fugue from Prelude BuxWV 162, mm. 16–17. 
 
 Although one could say that the descending motion of the fugue theme suggests 
tone 6 as the corresponding match, the properties of the four remaining preludes in major 
[ut] tonality (BuxWV 138, 139, 145 and 151) relate instead to tone 5, except for the 
downward direction of their subjects. Accordingly, prelude BuxWV 162 also could be 
interpreted as tone 5 on G with the Repercussio in the subject and demonstrating the 
characteristic Diapente. However, this analysis fails to describe the importance of the 
Indifferente (B) in the structure of the prelude; which one based on tone 6 does. 
 Another double reading is possible in the analysis of prelude BuxWV 143. Tone 1 
is a match because of the cadential pitches on E (Principiante/Finale), G (Indifferente), 
and B (Mezana), as well as the RT ending the subject (see ex. 4.12). On the other hand, 
the Diatessaron formed from the framing pitches of the thematic outline (E5 to B4), like 
the modulation to A minor in mm. 29–34, establishes the RT and Repercussio of tone 7. 
Nevertheless, the descending direction of the subject does not support both criteria. 
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Ex. 4.15 Excerpt from prelude BuxWV 143, mm. 23–33. 
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 So far we have seen how determinant is the direction of the subject: whenever 
there is a contradiction with the properties of a tone or fuzziness due to a concave outline, 
the matching is compromised. Such a situation recurs in the analyses of the last preludes: 
BuxWV 140, 149 and 150. The former is slightly problematic since the division of the 
Diapason as part of the subject helps to confirm the relation with tone 1. On the contrary, 
the lack of clarity in the subject obstructs the description of prelude BuxWV 149 in terms 
of tone 2 or tone 7, just like in the identification of prelude BuxWV 150 as tone 1 or 
tone 7. 
 
 (a) 
 
(b) 
 
 
(c) 
 
Ex. 4.16 (a) Subject of the first fugue, prelude BuxWV 140, mm. 19–21; (b) subject of 
the first fugue, prelude BuxWV 149, mm. 21–24; (c) subject of the first fugue, prelude 
BuxWV 150, mm. 16–18. 
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